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MICHAEL BOHNEN 
by J. Dennis 


This is probably the most difficult article I have so far assembled. One 
reason is that I am trying to do it from a hospital bed; placing this first to 
explain the probable late appearance and also the woeful tardiness in 
dealing with correspondence: apologies. 

As for Bohnen, concrete facts have been difficult to assemble, for 
which he has to take much of the blame. A biography was written by a 
Dr. Theodor Muhlen, but has proved untraceable, so presumably remains 
unpublished. He did write the first instalment of a series of articles on 
Bohnen which appeared in the German scandal sheet “Die Stern’ under 
the title “Warum endet der Applaus”, later changed to “Einmal endet der 
Applaus” (Why ends-Someday ends) cobbled together by a Hans Nogly, 
serialised in eleven partsbetween November 1953 to January 1954. Possibly 
Nogly had access to the draft biography, he certainly had interviews with 
Bohnen, unfortunately when he had little regard for veracity and was given 
to wild exaggeration. A straightforward biography was of little interest to 
readers of the tabloid Press, so the whole story is padded with contemporary 
to the tale side anecdotes which have nothing whatever to do with Bohnen 
and is embellished with similar photographs, so that more than half the 
contents is of no use whatever. On Bohnen so much of what is printed is 
demonstrably false that it does a disservice to the memory of one of the 
operatic giants of his time. I am explaining this mainly for the benefit of 
German readers — I cannot imagine other readers ever encountering ‘Die 
Stern”, as it is apparently the only longish text on Bohnen available to 
them and I will debunk the worst bits as they arise in the narrative. Bohnen 
does of course get longish laudatory paragraphs in all the musical lexicons, 
of little use for our purpose as they all boil down to rewriting the same 
few facts. On going through my Bohnen file I find it has, as seems common 
with German based singers, been accumulating for twelve years. This is 
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due to the absence of any good cronache of the German opera houses, I 
have seven books on the Berlin State Opera, all useless, or nearly so, to 
the record collector, I do know all the Intendants, installers of stage 
machinery, etc., but it seems the singers were of little importance. Even in 
one devoted entirely to photographs often the singers are not identified. 

I am fortunate in having pieces by three people who heard Bohnen 
often, Dr. Frankenstein, the music critic from the auditorium; David 
Prosser who knew him well in the U.S.A. — most of his piece appeared in 
Opera News in 1969 — who claims Bohnen as a family friend, ‘uncle’ to his 
son, though sadly astray about Bohnen’s height; plus the most interesting 
one from Herr Horst Wahl. The dates for appearances on stage come 
mainly from the researches of Mr. Lim M. Lai of California and his 
programme collection. Photostats of press cuttings largely came through 
the Rodgers and Hammerstein collection in New York and from Herr 
Jürgen Schmidt of Vienna. Now to Bohnen. 

Michael Bohnen was born at Cologne on the 2nd May, 1887. The 
family were in comfortable circumstances, his father being a foreman at 
the Wülfel Ironworks. The only notable thing about his childhood being 
his rapid growth development, he claims that at twelve years old he stood . 
1.82m (about six feet) and weighed 160 German pounds (about 12 stone 
eight pounds) and his main interest was in sport, at first particularly 
wrestling, though the stories about having beaten two local champions, 
repeated everywhere must have originated in his imagination. Bohnen 
became friendly with a youth living in the same house. This was Carl de 
Vogt, another sports fanatic who was studying singing and music at the 
Cologne Conservatory. Being so often together Bohnen became interested 
in de Vogt’s practising, and ultimately learned from him Paul Lincke’s 
“Es war einmal”. The result was acclaimed locally and de Vogt offered to 
teach Bohnen a fine aria and arrange for an audition at the Conservatory. 
The aria was “Auch ich war ein Jungling” from Lortzing’s Waffenschmied 
and at the audition despite running out of breath for the long held “Zeit” 
at the end of the first verse he successfully managed it the second time 
round, was told he had excellent material and after the usual questions 
about his parents’ ability to support him at the Conservatory, when he had 
to admit they did not know he was there, Bohnen was delighted to receive 
aletter notifyinghim he had been awarded a free place at the Conservatory. 
He was fortunate in his father, for on producing the letter Bohnen senior, 
who had at one time taught music and was a good pianist and violinist, 
immediately hired a piano and spent several hours daily in grounding his 
son in musical theory, for which he was later extremely grateful. After 
nine months Bohnen gave up the free place at the Conservatory and went 
to that run by Schultz-Dornburg. Bohnen then had to serve his two years 
as a conscript, in the artillery, where he organised a choir and on leaving 
was engaged as bass-baritone at the Düsseldorfer Stadttheater, at a wage of 
150 Marks a month, rising to 250. His stage debut was in 1910, röle 
untraced. At a later performance of Rosenkavalier, Graf Hülsen, the Berlin 
Generintendant, who ran both royal houses, offered a contract at 
Wiesbaden. The local Direktor refused immediate release and Bohnen had 
to wait for another year. Probably his final appearances at Düsseldorf 
were: 
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September 8th, 1911, Opening Night, Lohengrin as King Heinrich, 
with Lohengrin- Stein, Elsa-Wedekind-Klebe, Friedrich-Gerhart, Ortrud— 
Bach, conductor Frolich. 

October 9th, 1911, Lohengrin as King Heinrich, with Lohengrin— 
Sorrese, Elsa-Wedekind-Klebe, Telramund-Hebler, Ortrud-Beselly. 

October 17th, 1911, Quo Vadis (Nouges): Petrus-Bohnen, Lygia-— 
Lissner, Eunike-Bartram, Nero-Bischoff, Poppaea-Bach, Lillirh—-Hansen, 
Psyllia-Sieg, Petronius- Waschow. 

November 17th, 1911, Walküre; Hunding-Bohnen, Wotan-—Hedler, 
Brunnhilde-Kahler, Sieglinde-Wedekind-Klebe, Fricka-Schredter. All 
perfs. were conducted by Frohlich. 

Unfortunately it has not been possible to trace any performances at 
Wiesbaden. Whilst there he had been given the usual two seasons pre- 
Bayreuth Festival leave to attend the teaching sessions given to promising 
singers as long as Cosima passed them. This led to Bohnen’s great break- 
through. He was sent to Berlin to study the performances of Parsifal being 
given there as the work was just out of copyright and it was intended to 
mount it at Wiesbaden. On arrival he was met by Hülsen who asked if he 
could sing Gurnemanz that night as Knüpfer was indisposed. Bohnen had 
studied the part, but obviousiy never performed it, sat all the afternoon 
with the Music Director and that evening sang Gurnemanz with resounding 
success. I have not been able to trace the cast or actual date. Parsifal was 
given on twenty successive evenings between January Sth and 25th, 1914. 
There must have been alternative casting for the heavier röles, photographs 
show that Leffler Burkhardt sang Kundry and Kirchoff Parsifal at some of 
them. Possibly Bohnen was in the first as the Kaiser was present, who 
according to Bohnen, sent for him to the royal box, congratulated him 
and on the spot appointed him Kammersanger — fortunately having 
brought the order with him! This success led to an invitation to London 
and here comes the first big tilt against Die Stern, with long pieces about 
his Covent Garden debut as Ochs in Rosenkavalier, complete with a 
photograph of the stage on which he did this, meeting with Caruso the 
following evening who sang Rhadames with Melba as Aida, being in a 
society lady’s box for this, with John McCormack in the next one — who 


made so much money recording ballads that he did not know what to do 
with it — the aforementioned lady admired Caruso as a voice, Chaliapin as 
a masculine figure, willing to transfer this to Bohnen, but received no 
encouragement, plus many other inaccuracies and conversations in the 
first person which Bohnen could not possibly know about. The nearest to 
being correct was that there had been a performance of Aida on May 14th 
with Caruso, Destinn, Kirkby Lunn, Dinh Gilly, Didur and Huberdeau, 
under Polacco. In actual fact Bohnen’s only appearance ever on the Covent 
Garden stage was as King Henry in Lohengrin on May 23rd when he was 
called in to replace the Dutch baritone Carel van Hulst. The remainder of 
the cast was Greta Johnson, Julia Claussen, Peter Cornelius and Whitehill 
as Telramund. 

Bohnen had been engaged for Beecham’s season at Drury Lane. There 
were six performances of Der Rosenkavalier, Knupfer sang Ochs in the 
first four in May, Bohnen sang it on June 2nd with Lippe, Siems and the 
then unknown Lehmann as Sophie, repeating it on the 4th with Hempel 
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for Siems. There were also four performances of Die Zauberflote and 
Bohnen sang Sarastro in three of them, May 21st, 27th and June 6th. 
Chaliapin was also engaged for the Beecham season and according to Die 
Stern woke Bohnen up with a copy of the Daily Telegraph with a criticism 
which read “The first appearance of Michael Bohnen in London was a 
complete success. He is not only a singer, who in spite of his youth can 
carry comparison with the great Chaliapin, but also a wonderful actor who 
knows how to give the figure of Baron Ochs so much humour, that the 
house gave him rapturous, unending applause”. This must be a fake as by 
June 2nd Bohnen had already sung three times in May, though probably 
there had been a similarly worded appreciation of his Ochs. Chaliapin then 
took Bohnen on a pub crawl in London’s unsalubrious East End, got drunk 
and related his life story. Certainly the two did become firm friends. 

Bohnen returned to Germany and in the 1914 Bayreuth season sang 
Daland in the two performances of the Fliegende Hollander with Barbara 
Kemp and Hunding with Helene Forti, Gulbranson and Braun in the one 
Ring cycle, all under Siegfried Wagner; rapid promotion indeed for a young 
artist, though he never appeared again at Bayreuth. Immediately afterwards 
when the First World War was declared Bohnen reported back to Mainz on 
mobilisation. He served for two years on the Western Front, mainly asan 
ambulance driver, was invalided back in 1916 with lung inflammation and 
was claimed by Baron Hulsen as an artist wanted for the public performances 
necessary to keep up civilian morale. 

A few first war performances have been traced, they were not confined 
to Berlin: 

13 February 1916, B.S.O. New production of Il Barbiere with Ivogun, 
Forsell, Scheele-Muller and Schultz. 

8 September 1916, KGL Schauspiele Opernhaus: Freischutz: Ottokar— 
Bronsgeest, Kuno-Kraus, Agathe Dux, Aennache-—Engell, Caspar—Bohnen, 
Max-Kirchner, Samiel-Funck, Kilian-Habich, cond. Fritz Stiedry. 

28 October 1917, Rappelkopf (Leo Blech): Rappelkopf—-Bohnen (CR), 
Sabine-Scheele-Muller, Martha Dux, Hans-Kirchner, Lieschen-Engell, 
Habakuk-Henke, Veir Meinhart-Bachma, Katherina-Birkenstrom, Susel— 
Escher, Toni-Prufer. Cond. by the composer. Also at the KGL. The world 
premiere had been on October 2nd, obviously also with Bohnen. 

Each side of the last of the above Bohnen was two weeks in Hamburg 
State Opera. On September 22nd 1917 he sangWotan, on the 8th Mephisto, 
on the 10th Ochs. Then on 28th and 29th November and December Ist, 
Wotan and on December 3rd Hagen, and on the 12th Sachs. 

The “Hamburger Nachrichten” wrote — Michael Bohnen, one of the 
greatest figures and actors of the German (and the European Opera) stages, 
followed up his phenomenal Mephisto with a Hans Sachs that was quite an 
experience: gripping, staggering, liberating and benign...... How Bohnen 
delivered the Wahnmonolog but also unforgettable the tenderness, the 
solace..... 

And the “Hamburger Correspondenz” — Michael Bohnen, king of 
baritones, on Saturday evening sang Hans Sachs, the leading role in Die 
Meistersinger. By people, reckoned as the best judges, Bohnen is held to 
be the best Sachs of today. In vocal endurance and richness of musical 
phrasing this Sachs is probably unsurpassable. 
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About the same time he went to Prague — then in Austria — and the 
“Prager Tageblatt” wrote — Michael Bohnen is not only in the literal sense 
one of the most commanding stage figures. One feels compelled to draw 
comparisons with Battistini, with - - - Chaliapin, with Baklanoff and by 
each of these Bohnen comes out carrying a plus. Mephisto was Michael 
Bohnen. It is an organ sounding impossible that it could emanate from a 
single throat. Great as the claims of the advertisement were, they proved 
in no degree exaggerated. 

Meanwhile the first world war was drawing to its disastrous close for 
Germany. Bohnen was now thirty years old and approaching his peak. 
Already at twenty-seven he had sung principal Wagner röles at Bayreuth 
and been engaged for a Beecham London season, remarkable progress for 
a young artist. With the collapse of the German Empire came a period of 
chaos. Revolutionary workers’ groups took over all the larger installations 
which formed committees to decide which staff should run what parts, 
the Royal Opera group led by a belligerent tenor who was very anti Richard 
Strauss, who happened to have been guest conductor at the time. Once 
again “Die Stern” made a mountain out of a molehill on how Bohnen 
saved Strauss from a near lynching with some strong arm stuff, Strauss 
decided to leave for Vienna and said to Bohnen “come with me and we 
will make a fresh start there”, ending with a description of them watching 
the receding lights of Berlin from their bunks on the night Vienna express. 
In actual fact this revolution lasted five days when the now State Opera 
reopened, less the previous Intendant, Strauss remained as the principal 
guest conductor, the first performance being a Meistersinger on November 
14th. Strauss had arrived as guest conductor and stayed holding the fort 
until Max von Schillings was engaged from Stuttgart to take over for the 
1919 season, Strauss actually having been there from 1898 to 1919. 

Meanwhile conditions in Germany deteriorated fast. The currency 
rapidiy became worthless, the banknotes ever longer as the strings of 
noughts added to the milliarden on them. Eventually the larger cities had 
to print their own money, wages were paid and spent daily — the next day 
they would hardly have bought a box of matches. Eventually in 1923 a 
Professor Renten re-established the Deutschmark somehow based on 
registered. land values, though to the man in.the street it seemed like 
crossing the last twelve noughts off everything. This was obviously no 
period to be able to enter into contracts with opera houses. In fact I am 
unable to trace that Bohnen entered into any other contract than the 
fifteen years one with the Metropolitan Opera, which he never quite 
completed, but had extended runs of guest appearances, in Vienna around 
1921-1922 and otherwise in Berlin well into the 1930’s. His only later 
contract seems to have been after the end of the second war, then in 
mainly a managerial capacity. 

The reason was that Bohnen had a second career which biographers 
seem to have entirely ignored. In the twenties and thirties he was one of 
Germany’s most successful film actors. When he claimed to have been 
taught all aspects of both acting and singing, this was no overstatement. 
He was one of Central Europe’s male leads well into the thirties, first on 
the silent screen and then when the time came he switched effortlessiy 


201 


THE RECORD COLLECTOR 


into talkies. There were the usual outcries that he was prostituting his art, 
which is ridiculous, it must be as well to give pleasure to thousands in the 
opera houses or hundreds of thousands in cinemas; in any case a man has 
to eat. This career also explains why he remained in the vicinity of the 
twin capitals for film making over those years. There are, or more probably 
now were, thousands of German cinema goers who would have been 
surprised to learn that bluff sea-faring Captain Bohnen could do more than 
chant a sea shanty. So whilst the old silent stars faded out, some even 
committing suicide, Bohnen went on to greater triumphs in talking films. 
I am indebted to Herr J. W. Kley of Cologne for having researched the 
following list of films. It is probably incomplete, especially for the silent 
ones. 


SILENT FILMS: 


Herrin der Welt, Bohnen in male lead. This serial in eight parts was a 
cinematic milestone, made 1918-19, heralding Germany’s entrance into 
the large epic film field. 

Das Buch Esther, 1919 

Ophyr, die Stadt der Vergangenheit 

President Barrade 

Der Rosenkavalier 

Santa Maria—das Geheimnis einer Brigg 

Tiefland 

Sajenko, der Sowjet 

Munchhausen 


SOUND FILMS: 


Zwei Krawatten 

Victoria und ihr Husar 
Johann Strauss 

Gold, with Hans Albers 

Liselotte von der Pfalz 

Münchhausen, with Hans Albers 

Der Gefangene des Konigs 

Der liebe Augustin 

August der Starks 

Die Rothschilds 

Mutterlied, with Gigli and Cebotari; by this time Bohnen was past male 

leads, he played the villain, but did not sing. 

Brand im Ozean 

Achtung, Feind hort mit 

Meine Herren Sohne 

Das unsterbliche Herz 


Bohnen’s film career has to be taken into account in assessing his later 
operatic performances. It must be remembered that he was a superb actor 
and always strove to improve on his interpretation of a röle. At times he 
would go on stage or set with a new piece of business in mind, at others it 
would be a sudden inspiration. Probably no twc performances of the same 
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work were ever identical. On the set this did not matter, bad bits finished 
up on the cutting room floor, on stage there they were in full view and 
rightfully criticised accordingly. These occurred mainly towards the end 
of his period at the Metropolitan Opera. There are two probable reasons 
for this, the German conductors knew him well and held a tighter rein, 
whilst at the Met there were virtually scratch teams of first class artists and 
conductors with no real opportunity of coalescing into a real ensemble. 
Towards the end he must have run out of legitimate acting ploys and 
resorted to eccentricities, which eventually led to a drop in the esteem in 
which he had been held. 

Der Rosenkavalier film has to be considered too, one of the last great 
German silent films. During the stage opera’s heyday there were two 
leading exponents of Baron Ochs, Richard Mayr and Bohnen. It is generally 
accepted that Mayr has been the best exponent of the part to date. It is 
never suggested that Mayr was the greatest anything else, a competent first 
bass at the Vienna State Opera, singing the usual Sarastro’s, etc., but only 
making Ochs private property there. The reason is obvious, the part 
demands a remote country landowner, portly, raised on beer and sausages, 
glimpses of a decent education surfacing when wanted and with a 
pronounced provincial Austrian accent. A very good description of both 
Ochs and Mayr, on stage he played Mayr in Ochs’s clothing and the Viennese 
loved it, here was one of their Own. He was a natural in the part. The 
farther the work was staged from Vienna the more Bohnen’s version, with 
his harder northern accent became acceptable and as the superior actor he 
was given the part in the film, despite its location. It was made by Pan 
Film A.G. of Vienna in the spring of 1925. As a film the story had to 
differ considerably from the operatic version, and no sound meant telling 
the story by exaggerated mime and gesture. Catelain, Duflos and Elly 
Berger appeared as Octavian, Die Marschallin and Sophie respectively, 
Bohnen as Ochs was the only operatic star in the cast. It was particularly 
noted how he managed to express unutterable glee on learning of the tryst 
with Mariandel solely by funny business with his legs and his adoption of 
a foolish, but not oafish expression indicated his idea of how the character 
should be portrayed. The film had its premiere at Dresden on January 10th 
1926 andat the Tivoli, Strand, London, on April 12th. A slight gramophonic 
connection is that Strauss wrote a special suite, from themes in the opera, 
for this and conducted it at the first London performance only, but stayed 
on to record it for H.M.V. The film would make an interesting revival. 

Now back to the opera houses, starting with a straightforward evaluation 
of Bohnen by our faithful correspondent Dr. Alfred Frankenstein, who 
writes: “Michael Bohnen, of course I have often heard him in Berlin, 
though not often enough. You see, we had at the end of the twenties a 
so-called “Gagenconvention”, which meant the opera managements had 
bound themselves not to pay the opera stars fees higher than stipulated in 
the convention. Bohnen always considered himself an exception; he had 
the same agent as Richard Tauber, a man named Arthur Hirsch, who was 
most efficient in obtaining for his clients the highest fees possible (it did 
him good too). So when I am looking through my programmes and register 
of performances I do not find as many Bohnen appearances as I now 
would like to have seen and hiard. Here is a list of performances I have 
heard with Bohnen in the Berlin Staatsoper: 


203 


THE RECORD COLLECTOR 


1926, October: Rosenkavalier with Kemp, Reinhardt, Debitzka, cond. 
R. Strauss. December: Otello with Soot, Delia Reinhardt, cond. Szell. 

1927, May: Verkaufte Braut with Tauber, Maria Müller, cond. Blech. 
June: same opera and cast. June: Don Giovanni with Leider, Bindernagel, 
de Garmo, Tauber, List, cond. Kleiber. April: Faust, with Helletsgruber, 
Rosvange, Schlusnus, cond. Blech. June: Faust, with Mary Lewis, Tauber, 
Schlusnus, cond. Kleiber. December: Otello with Pattiera, Violetta de 
Strozzi, cond. Szell. 

Bohnen was a fascinating personality of the stage, a performance with 
him could never be boring, even when he was not in the best of voice. 
There are many stories told among old timers, e.g. of Bohnen as King 
Marke. You remember the scene in Act II when the old King applies to 
Tristan to explain how it could be that he, the most faithful of men, 
should betray him. And Tristan replies “O König, dass kann ich dir nicht 
sagen und was du fragst, das wirst du nie erfahren”. And then Bohnen- 
Marke made a movement with the hand that said “na denn nicht” (well, 
I can do without knowing it). Another story told by a friend of mine from 
Vienna reports of a Meistersinger performance in which Bohnen-Hans 
Sachs slapped the face of David-Georg Maikl — so hard that the sound 
could be heard all through the opera house — there was afterwards much 
scandal about it. In another Vienna Faust performance, the public were so 
enthusiastic about the Rondo that they desired a repetition. Franz Schalk, 
the opera director gave order from his box not to allow an encore so the 
orchestra remained silent. But Bohnen did not care for the order and sang 
his rondo encore without orchestra. My late friend Rose Pauly told me that 
in her earlier years she was Tosca opposite to Bohnen’s Scarpia. He had 
hurt the feelings of a minor singer and Rose Pauly decided to take revenge 
on him. When Tosca had murdered Scarpia at the end of the second act, 
she not only put the usual lights round him, but laid upon his body also 
some heavy objects which he had to endure until the falling of the curtain. 

I would not say that Bohnen overplayed his parts, he was alwaysa class 
by himself and he was what few others were, a marvellous actor. I regret 
I never saw him as Wotan in the Ring, but at those times he did not get the 
part, it was reserved for Schorr or Bockelmann. But I remember his two 
operetta excursions. 

1928, September, Casanova, with Anny Ahlers and Anni Frind (Strauss- 
Benatzky). 

1931, July, Die ToniausWien, Bohnen in the green uniform as Theodor 
Körner, with Mady Christians (Ernst Steffan). 

As to my own impressions of the Bohnen performances only the general 
feeling remains after almost fifty years that the moment he appeared on 
the stage there was some electricity and magic about the man. It was not 
only the powerful voice, it was the personality of a master singing-actor, 
that rare combination in opera. He was just the contrary of Heinrich 
Schlusnus the finest belcanto singer of my time, but an indifferent actor. 
With Bohnen you never experienced a boring performance. He dominated 
the stage and not only in dramatic and tragic parts, but in comic parts as 
well, as everyone who remembers his Kezal or Ochs will confirm. Therefore 
we old-timers measure every artist of the present opera stage in comparison 
with Bohnen and his colleagues. “Unforgotten”. 


204 


THE RECORD COLLECTOR 


A listing of Bohnen’s earlier series of guest appearances at the VIENNA 
OPERNTHEATER, mainly compiled from programmes: 


1920 

Mar. 7 
Mar. 9 
Mar. 11 


Mar. 14 
Mar. 20 


Mar. 21 
1921 


Mar. 9 
Mar. 10 
Mar. 12 


Mar. 13 
Mar. 20 
Mar. 23 


Mar. 27 
Apr. 5 
Apr. 7 
1922 

Mar. 10 


Mar. 12 
Mar. 17 
Mar. 19 


Apr. 24 


Made debut as Hans Sachs in Meistersinger. 
Mephistopheles in Faust. 


‘Ochs in Rosenkavalier, with Lehmann, Jovanovic, Madin, Maikl, 


Kittel, cond. Strauss. 

Wotan in Walkure, with Lehmann, Wildbrunn, Paalen, Leuer, 
Markhoff, Kittel, cond. Strauss. 

Amonasto in Aida, with Jeritza, Fischer-Niemann, Mayr as King, 
Paalen as Amneris, cond. Tittel. 

Kaspar in Freischutz. 


Mephistopheles in Faust. 

Hans Sachs in Meistersinger. 

Escamillo in Carmen, with Gutheil-Schoder, Lehmann, Lotte 
Schöne, cond. Reichenberger. 

Amonasro in Aida, with Liane Martiny, Branzell. 

Daland in Fliegende Hollander, Marie Lorentz-Hollischer as 
Senta. 

Kaspar in Freischutz. 

Kaspar in Freischutz with Born as Agathe, Krenn as Ottokar, 
Gallos as Max, Mayr-Eremit, Jovanovic, Madin, cond. Reichen- 
berger. 

Ochs in Rosenkavalier, Siems as Marschallin. 

Mephistopheles in Faust. 

Wotan in Rheingold, with Krenn, Gallos, Schubert, Wiedemann, 
Breuer, Markoff, Zec, Paalen, Mihacsek, Kittel, cond. Reichen- 
berger. 

Walkure as Wotan with Marie Lorentz-Hollischer as Brunnhilde. 
Goötterdammerung, Bohnen as Hagen, same Brunnhilde. 

Aida, Bohnen as Amonasro, with Jeritza, Paalen, Slezak, Zec, 
Gallos, cond. Schalk. 

Meistersinger, Bohnen as Hans Sachs. 

Freischutz, Bohnen as Kaspar, with Krenn, Manowarda, Born, 
Jovanovic, "Gallos, Madin, cond. Strauss. 

Faust, Bohnen as Mephistopheles. 


Verkaufte Braut, Bohnen as Kezal, with Kuhn as Wenzel, Fritz 
Kraus as Hans. 

Meistersinger, Bohnen as Sachs. 

Tosca, Bohnen as Scarpia, Aline Sanden as Tosca. 

Fliegende Hollander, Bohnen as Hollander, Gertrude Kappel as 
Senta. 

Faust, Bohnen as Mephistopheles, Piccaver as Fausi, with Krenn 
Anday and Kittel, cond. Tittel. 
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A couple of early Viennese Press criticisms read — unfortunately the 
papers not noted on the clippings — but one was by the redoubtable “K”, 
Korngold, father of the composer of Die Tote Stadt: 

lst March, 1920. Concert engagement, apparently staged, venue not 
stated: 

“The artistic aims of the German Veranstaltung des Hilfsvereins (Charity 
Union) differ from the usual mish-mash charity concert which usually 
deserve no serious notice. Always one is introduced to a new work or an 
especially interesting artist. Two years ago Michael Bohnen of the B.S.O. 
appeared as guest, preceded by a great reputation. That gave rise to the 
desire to see him on the stage. Once again it is the Hilfsverein that met this 
wish. In yesterday’s performance of Die Meistersinger we greeted Bohnen 
as Hans Sachs. It was a gnarled, perhaps even severe figure that the artist 
portrayed, somewhat deviating from the south German type that we are 
accustomed to. But that did not alter the fact that we warmly received 
this Hans Sachs. The great, full-toned bass-baritone of the famous and, 
rightly, everywhere highly prized guest, completely filled the large hall, 
which is necessary to achieve the right resonance. But Herr Bohnen knows 
its possession carries responsibilities and so he tolerated no misuse of his 
mighty organ, that he understands just as well to restrain, when — perhaps 
even too often — a tender, but still audible piano is emitted. Many details 
in the portrayal were well thought out, they showed the artist at the notable 
heights of a forthcoming personality. Herr Bohnen, who turned his back on 
the Berlin State Opera a few weeks ago isfrom now on a wandering minstrel 
who does not want to be caged up. A shame, he would find a golden cage 
here. There is ample proof of this in the stormy applause with which he 
was honoured yesterday. Still we can look forward to hearing him next 
Thursday 11th March, 1920 as Ochs von Lerchenau on our native stage.” 

“The guest appearances of Bohnen are not the result of any existing 
contract, Pity, for the Berlin guest is extraordinarily interesting and pleases 
the public to the highest degree. Quite justifiably as one can add that 
Michael Bohnen is a personality seldom encountered. Also his style is 
notable, he is in possession of a booming mighty organ, but stimulates 
with his bomb like tones like a miser, he sings remarkably well, but he 
often speaks — naturally in the prescribed intervals — he works on instinct, 
but he does not raise a little finger without reason, he causes us to disagree 
but still holds us in his spell. The most important: he is different to the 
others: nobody would have believed that the theatre devil in Gounod’s 
Faust had anything new to say: Bohnen’s Mephisto was an experience. 
The Ochs’s von Lerchenau in Strauss’ Rosenkavalier we know from the 
pattern of our Mayr, we had no idea that it could be any..different. Make 
it plain from the start that the amusing figure that we have to thank Mayr 
for will never disappear from our memories. We will only point out the 
difference, astonishediy admit, that Bohnen was able to give us a new 
aspect and sound in the part. He gives the frivolous and narrow minded 
squire with the gestures of a fathead, who thinks he is a very clever fellow 
with the cunning of limited intelligence, who believes he is over all 
difficulties. It is absolutely priceless how this man from Lerchenau portrays 
the Baron, bullying the servants, then with exquisite tones his blue blooded- 
ness in the company of his aristocratic equals. He is always faultless in his 
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bearing, never blusters nor lets the cavalier slip. In every situation his keen 
mind is apparent, but he never makes the error of overplayine. Bohnen is in 
any case a new attraction and every effort should be made to win him for 
as many guest appearances as possible. Bohnen can seldom have performed 
his Ochs with such a distinguished cast, Lucy Weidt as Marschallin, Lotte 
Lehmann as Octavian and Elisabeth Schumann as Sophie. That is a star 
array unsurpassable in lustre. The master himself at the rostrum.” 

From an Aida performance on March 21st, 1920, with Fischer-Niemann 
as Rhadames and Fraulein Paulen as Amneris. 

“The rapport that spontaneousiy erupted between the two theatre 
temperaments as they met and like lightning understood and fired one 
another — Frau Jeritza as Aida and Herr Bohnen as Amonasro. The 
<landestine agreement between father and daughter developed ımmediateiy 
into an improvised playing up to each other, joyfully fusing the inspiration 
of two eminent acting talents. In Act 3 there were moments of stormy 
passion which took one’s breath away. When Amonasro in a wild temper 
threw Aida to the ground so she landed yards away, the mis-treated girl 
immediately used the opportunity to crawl on her knees towards her cruel 
father, begging for pity in croaking tones. Yes, she began to “speak”, just 
as Herr Bohnen likes to in some of his finest moments! Jeritza is today 
probably the most ingenious singing actress on the German stage. 

If Herr Bohnen was Austrian perhaps he would seem to us to be a male 
Jeritza. As always he was at times vehement. A fearsome fellow, this 
Ethiopian, who, a princeand a wild native, appears to his people in brilliant 
war-paint and is immediately in command of the scene. His movements are 
the sinister abrupt ones of a wild animal. He slinks towards the people, 
snarls, hollers, jumpsat them. His mighty voice has an overwhelming effect. 
So flows that fluid from the scene to which the Viennese public seldom 
resists: the most effective theatricality, passionate dramatic song. The 
waves went high, the enthusiasm burst with unusual intensity.” 

Vienna State Opera, 25th February, 1921: Michael Bohnen as Mephisto. 

“As little as I like the system of guest appearances which mostly are 
damaging to establishing an ensemble, I acclaim the appearance of Michael 
Bohnen at the State Opera. An interesting and important artist of such 
degree is an exceptional phenomenon, from whom every singer at the 
State Opera can learn something, which animates the house and from its 
suggestions new ideas emanated. Bohnen is no singing functionary. In him 
is the great acting ability which is the basis of good theatre, he transforms 
himself, shapes, makes something new in a röle with the delight of a great 
theatrical temperament, with real joy in the illusion. What Bassermann is 
for the legitimate stage, Bohnen is for the opera, for doubitless this artist 
has picked up hints from the Berlin actors. Like them he follows no 
pattern. Every röle is worked through from a new angle, accomplished 
with technique and Bohnen’s personality is so strong that with him every 
part is interesting. “He stands there like a house” as Beethoven once said 
of Weber’s Kaspar, applies equally to Bohnen. When he stands on the 
stage one is captivated before he has sung a note and although the singer 
is only medium sized — how one was surprised when Bohnen appeared in 
the concert hall, a middle sized, bit fat, comfortable German town dweller 
with round glasses on his nose — yet on stage he appears to be a giant. 
It is not physique that makes Bohnen appear large, but the spirit, great 
talent, weight of personality. 
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As Mephisto in Gounod’s Faust we have already seen him in Vienna. 
A grey Mephisto. Grey the costume, the enveloping silk cloak which flows 
down over the figure, grey the beardless full face with dark hellish eyes, 
grey the hands, grey the cowl. When Mephisto wants to become invisible 
he throws the cloak across his face and dissolves in grey fog. All Mephisto 
notes are at the disposal of the artist with the bass-baritone voice. The 
devilishness of the Ballad of the Golden Calf (which Bohnen had to repeat) 
embellished with dazzling flashes, the mocking, ironic trumpeting, malicious 
tones in the church scene, Cavaliers tittle-tattle. Every single moment in 


the röle is in acting and song finely thought out with inborn aptitude for 
theatrical effect, with the full enjoyment of a man who is at home on the 
stage and had pleasure in letting loose his theatre art on the public. An 
actor: we should only use that proscribed word in our organised theatres 
in hushed tones, a great actor as Mittelwurzer was and Bassermann is and 
from all our singers only Jeritza belongs. What an effective actor this is! 
The eye is persuasive, the play of the hands full of life and how expressive 
are the poses as Mephisto at the end of the third Act leans on the house 
and spreads his cloak over the pair of lovers. No wonder that this theatre 
devil again brought the public to red hot heat”. 

Researching Bohnen one often encounters mention of a portrait study 
written by a Dr. Otto Iro, from the same period: 

I find this also to be a baffling document. In one sentence Bohnen is 
set up as something extraordinary, only to be knocked down a few lines 
later. In contradiction to most contemporary critics Dr. Iro finds Bohnen’s 
voice to be mainly loud and seldom pleasant, his acting ability excellent, 
but hopelessiy misplaced with Wagner. 

The following are the main points in what he writes. If.I make any 
interjections they are in brackets. “Bohnen makes his voice large artificially, 
by force. Naturally it is no larger than that of Plaschke or Feinhals, but he 
forcibly opens a mighty supporting column and his enormous frame fills 
Bohnen with voice through athletic expenditure. This open attack cannot 
be used throughout the range, there is less volume at the bottom and top. 
Bohnen’s voice shows in no register or usage any of the criteria justifying 
the term “beautiful”. A pithy, brazen organ, harsh and knotty, no black 
velvet bass of a Hesch, no warm satisfying baritone of a Bertram or 
Demuth. Poor on vowel sounds, except a, fine on consonants, SO declama- 
tion is excellent. The voice also has colouring from a north German dialect. 

As an actor Bohnen is outside tradition, often eccentric, always trying 
to be different to the others. We see the start of a new acting style for 
opera. It does not all stem from the cinema, for that his art is t00 honour- 
able, personality too strong, theatre instinct too sound. With two similar 
cases, Maria Jeritza and Barbara Kemp, the danger lies in the uninhibited 
arbitrariness with which they revolutionise the musical and scenic laws of 
style. 

On röles there is nothing but praise for Bohnen’s Kaspar (Freischütz). 
Amonasro is no tooth gnashing cannibal, but an unbowed prince, willing 
to die for his beliefs and the impression is doubled when the audience sees 
how behind all this majesty the cunning exists to surprise both daughter 
and enemy. A drawback is that without really strong partners the Nile 
scene becomes one big Amonasro monologue. Undoubtedly is Mephisto 
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(Faust) his most importanı creation. Here with pure theatricality he can 
employ the aids that build the character with bluff legerdemain. He lets 
you see how he does it: and how he does it takes from you the courage to 
attempt copying it. It is one of the most powerful impressions that one 
can experience on the stage when this huge grey monolith appears in 
Faust’s studio, not wound up through the trapdoor, really growing from 
the ground. The seal of individual creation comes with Bohnen’s Rondo. 
His handling of this showpiece is, in all its construction, but still transparent 
manufacture, more than a virtuoso piece of a skilful actor. Vocally free 
forced Sprechgesang, for whole measures sunk into a wild scream which 
alone could by no means work so powerfully, if these two verses of the 
Golden Calf in Bohnen’s performance were not supported by external 
display to an unbelievable impetus. In a tempo that an unprepared 
conductor must bring in tune, Bohnen whips the words whirling into the 
house, clutches the hands and frees them explosively, flashes his teeth in 
furious laughter, creases the eyes then opens them again to a frightening 
stare, and the gestures with which in the short interludes with giant arms 
he whips up the faint hearted choir to wild agreement, underlines the 
infernal in this music as no brass forte from the orchestra could. 

Bohnen’s Wotan in the Ring has to be regarded with misgiving. Even 
with but a vague knowledge of the tradition and intentions of Bayreuth 
one must regard his portrayal of the Walküre Wotan as a brilliant failure, 
and if, as one hears, he once enjoyed schooling at Bayreuth, then his 
Promethedian nature soon brought the rules from Wahnfried under the 
hammer. The value of the fifty pound spear, the flowing two coloured 
cloak and the foot high helmet counts for little. Against this the declama- 
tion, suffering especially from the Prussian accent, entirely misses the 
nobility, the consecration of the “Ring” style and the typical Bayreuth 
gestures have’gone. Bohnen raises his powerful arm too often and above all 
misses the target, the contact between sung word and gesture has gone, 
which should strengthen each other, Bayreuth’s prized legacy of style for 
reciprocal action of word, tone and bearing. Taken on the whole Bohnen’s 
Wotan is on the surface a monumental figure, defiant and unbroken, even 
where other performers slip from the heroic to the timorous. When Siegfried 
shatters his spear Bohnen chokes in defiant bluster. Leading up to Wotan’s 
Abschied one thinks of a Prussian corporal as he thunders at the Walküre 
and the harshness with which he repels his “truest daughter” is unbelievably 
hard and rough. The sob with which he eventually takes Brunnhilde in his 
arms is art of the worst sort — no trace of a tear behind it. 

Even farther from Bayreuth is Bohnen’s Sachs. Every gesture, every 
phrase, every word worked out in great detail, every glance, every step 
calculated and used to the full. Yet before the curtain falls on the first Act 
one sees that a great calculator has sadly miscalculated. Naturalism at the 
cost of truth. The dissection of the elements that make Bohnen’s stage 
performances into sensations comes with concert singing. Here stands the 
man, artist and voice naked in front of us. No costumes, gestures, lights 
to bind together, to hide the weaknesses with the strengths. The programme 
carefully avoids the technically difficult, no lyric demanding blending of 
the registers, mezza voce or messa di voce. Bohnen’s spiritual and intellec- 
tual expression to concert, rests, like the voice, on the forte, the effect 
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made in moments of power. His Beiden Grenadiere natter like a pair of 
border guards, the suffering of a nation will not break through. In Bohnen’s 
style is Odins Meeresritt, with great chest tones and quick tempi, the 
consonants come like small arms fire at “Derr Rrrapppe”. The same with 
Prinz Eugen. The musketeer singing folk songs at the camp fire — that’s 
Bohnen, there you can believe him, even when he stands in evening dress 
by the grand piano. 

The phantom Michael Bohnen is no passing wonder. A new style of 
opera performer has appeared, previously glimpsed, but in Bohnen broken 
through for the first time. The continuing decadence of the art of singing 
in Germany seeks in exchange with the development of the modern music 
drama the natural change over to singing-actor, to human beings on the 
stage which more emphatically than before demands individuality, and the 
time is not far off when the owner of nothing but a beautiful voice, standing 
by the footlights vocalising away, perhaps with a couple of swimming 
strokes by way of acting, will no longer be tolerated. Bohnen seeks new 
ways out of the repertoire grind of yesterday and today, new ways from 
the marionette like singing cardboard figures, that can be changed like 
machine parts and assembled in different scenes. Like all changes with 
sudden revolution, these get softened with later diminution and clarification. 
The art of Bohnen aims too high, his type is not yet ready, but from his 
example the new type will come. If he were already the new direction, 
then — Farewell to Art and great Vocalism.” 

I must make it clear here that the foregoing is not a translation of Herr 
Iro’s article. It is long, involved and would fill an issue alone. I have tried 
to pull out his salient points and at times have had to translate, as best I 
can, exactly what he wrote to make the argument clear, but it is but a 
precis of Herr Iro’s opinion of Bohnen and should be absorbed separately, 
for instance it seldom coincides with my own. 

(Poor Dr. Iro, bemoaning the loss of traditional Bayreuth style. He 
should see the current travesty of the televised B.B.C./Bavarian Television 
version of the centenary Ring currently being broadcast by the B.B.C. 
from the production under Boulez at Bayreuth; in ten weekly instalments. 
The singing and conducting are fine, but the staging is never sublime, 
certainly always nearly ridiculous. This does look like Operdammerung. 
If daft decors are wanted, then write the music for them, not ruin master- 
pieces. J.D.) 


Some traced BERLIN appearances for same period: 
At the Royal Schauspiele Opernhaus 
1916 
Sep. 8 Freischutz, Bohnen as Kaspar, Bronsgeest as Ottokar, Dux as 
Agathe, Engell as Annchen, Kirchner as Max. Cond. Stiedry. 


1917 

Oct. 28 Rappelkopf (Leo Blech), Bohnen in title röle (Creator), Scheele- 
Muller as Sabine, Dux as Marthe, Kirchner as Hans, Henke-— 
Habakuk, Engell-Lieschen, Bachmann-Veit, Birkenstrom-— 
Katharina, Escher—Susel, Prufer-Toni. Cond. composer. 
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1921 All at the Deutsches Opernhaus, Charlottenburg. 

Oct. 14 Die Toten Augen (D’Albert), Bohnen as baritone lead, Emil 
Nitsch-Hirt, Jacques Bilk-Schnitter, L. Brokel (guest)—Hirten- 
knabe, Julius vom Scheidt-Arcesius, Salvatini-Myrtocycle, 
Schubert-Aurelius Galba, Fleischer- Arsinoe, Raslag-Sarten as 
Maria von Magdala, Werner—-Ktesiphar. Cond. Rudolf Krasselt. 

Oct. 18 Die Meistersinger, Bohnen as Sachs. 

Oct. 22 Faust, Bohnen as Mephistopheles. 

Oct. 26 Die Walküure, Bohnen as Wotan. 

Oct. 29 Tosca, Bohnen as Scarpia. 


1922 
Apr. 11 Tosca, Bohnen as Scarpäa. 
Apr. 15 Meistersinger, Bohnen as Hans Sachs. 


1923 Stier von Olivera (D’Albert), title röle (Creator). 
Holofernes (von Rezineck), title röle (Creator). 


The story now comes ıw another break point in Bohnen s career. I find 
it impossible to go through itin date order, there are too many sidetracking 
events that want a lot of detail and would break up the narrative. So it 
appears more as a series of chapters, roughly in order, but some extending 
more into the future (Women), at least this makes referring to one aspect 
simpler. 

In 1922 at the end of his guest appearances in Vienna Bohnen was 
asked to see Gatti-Casazza. According to Bohnen that was exactly what 
happened, he went in, introduced himself and Gatti-Casazza just sat and 
looked at him. Bohnen asked “Why?” and not being satisfied with the 
response eventually said “Auf Wiedersehen” and left for an engagement in 
Berlin. Three days later he was offered and accepted a fifteen year contract 
for the Metropolitan Opera. This was at the time when Gatti-Casazza was 
trying to engage as many multi-lingual singers as possible, no doubt he had 
already seen Bohnen on stage and wanted to see how he looked and 
behaved asa person. 

So Bohnen added the work at the Met, when not in America making 
guest appearances, mainly in Berlin, and films. Obviously the high period 
of his career, artistically and financially. I do not propose to deal with the 
Met. appearances in any detail. Most of you have access to Seltsam’s 
Annals. If not you can look forward to the promised revised version, to 
come from the Met. itself, which has just done such a magnificent job of 
the annals of “The New York City Opera” laid out as per Seltsam, but a 
much higher quality production. 

So ı offer a reprint of an article that originally appeared in “Opera 
News” of January 1970, by David Prosser, professionally a book illustrator, 
but opera lover who became a close friend and whose son knew Bohnen as 
“Uncle”. It is given more as a very good assessment of character as it 
appeared to an educated American at the time, rather than Met. history. 
I am however including some Press notices, either to show the esteem, 
once otherwise, in which Bohnen was held by the critics, or in the case of 
the odd Hagen make-up why he did it. The super Scandinavian red flowing 
hirsute adornments were simply Bohnen’s idea of a joke, a way of publicly 
hitting back at his critics. 

211 


THE RECORD COLLECTOR 


UNRULY GIANT 
by David E. Prosser 


The late Michael Bohnen, a veteran of 174 performances in twenty- 
one roles at the Metropolitan, remains relatively obscure in America’s 
operatic annals. His career is shrouded in legend and mystique. This 
season marks the sixtieth anniversary of Bohnen’s debut in 1910 as 
Kaspar in Der Freischütz and the fortieth anniversary of his last 
Metropolitan appearance in this role — an appropriate moment for 
recalling this enigmatic, tempestuous figure, whose life often reads 
more like fiction than fact. 

His voice was rich and vibrant, with an exciting edge, and it 
ranged from the lowest bass notes to a baritone’s high A-flat. His 
biographer, Hans Borgelt, writes, “The voice was seductive, disquiet- 
ing, appealing to the entire nervous system; it did not merely report 
a fact, it expressed editorial comment. He was a master of gesture, 
movement and mimicry, singer and actor fused into a masterful 
personality which held his audience in a spell of fascination.” 
Bohnen described himself simply as a singing actor, and Irving 
Kolodin writes, “He was one of the truly great operatic artists of 
the twenties. When you went to a Bohnen performance in which he 
was at his best you could not separate the vocal experience from the 
dramatic, for they were both completely interrelated.” 3 

Six foot three, weighing in at nearly 300 pounds oı muscle and 
sinew, Bohnen used his physique to create memorable innovations, 
such as Tonio’s entrance in Pagliacci doing handsprings. In a Dussel- 
dorf Freischütz he lifted a heavy oak table single-handed above his 
head while beginning the aria “Schweig! Schweig!” Built-up boots 
brought his Mephistopheles in Faust to nearly seven feet, and he 
preferred when possible to wear armor weighing nearly 100 pounds 
as Wotan, for “it made me feel more truly like a god.” 

Bohnen was a contradictory amalgam of near-genius and semi- 
slapstick. After Chaliapin’s departure from the Metropolitan, he 
inherited the mantle of leading nonconformist, his unpredictability 
causing some to feel he did his best to exceed the eccentricities of 
his great Russian friend. His best was vocally and dramatically 
superb, bringing accolades from critics and delirious applause from 
audiences. Certain Wagnerian roles, Kezalin The Bartered Bride, his 
gray-swathed figure of oppressive malevolence as Me&phistopheles, all 
won extreme praise, Lawrence Gilman calling him “the greatest 
Wagnerian interpreter of the century.” At other times, however, his 
reviews ranged from “eccentric,” “bumptious,” “erratic” and 
“inartistic® to criticism for “lack of artistic sensibility” and 
“buffooneries.” Conductor Leo Blech recalls, “When the mood of 
.*he performance cast its spell over him, he was uncontrollably 
carried away. Ferhaps this tactor deepened with time for at ihe 
Metropolitan these inexplicable lapses resulted, for example, in a 
Tristan in which King Marke wandered offstage before the Liebestod, 
never to reappear. Makeup experiments found his Hagen in three 
consecutive Gotterdammerung’s wearing a shaven skull with single 
hirsute topknot, a bright red wig and beard, and last the more usual 
black beard and wig. 212 
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High-spirited—he once wrapped his huge arms around a telephone 
booth containing his friend Lawrence Tibbett and gently laid it on 
the floor — volatile, capricious, full of temperament and ego, Bohnen 
was irreverent toward tradition, impatient with wasted time and 
impartial as to the objects of his outbursts. These traits often 
brought maelstrom to management, confusion to colleagues and 
consternation to critics; they also tarnished his image as a serious 
artist. He was praised to the skies, yet dismissed as a clown. 

The greatest single cause of these condemning inconsistencies 
was Bohnen’s compulsive creativity, an obsession that caused hyper- 
activity throughout his life. He was born May 2, 1887, in Cologne. 
By the time Gatti-Casazza’s search for multilingual artists brought 
him to the Metropolitan in 1923, he had boxed and wrestled profes- 
sionally, was a swimming and billiards champion, had won eight 
prizes for auto racing, and was an artist in oils and watercolors of 
near-professional quality as well as an able sculptor. He learned 
Bayreuth traditions while singing there at the invitation of Cosima 
and Siegfried Wagner. He was famed throughout Europe and had 
been named Kammersanger by Kaiser Wilhelm personally for his 
performance as Gurnemanz in a Berlin Parsifal without rehearsal. 
He had also acted in, directed and produced many films; his eight- 
part Herrin der Welt is considered a cinematic milestone, and his 
operetta performances are still remembered. 

Bohnen’s Metropolitan debut was as Francesco in Max von 
Schilling’ Mona Lisa, March 1, 1923. In addition to the roles 
already mentioned, he sang at the Opera House in Fidelio, Aida and 
Der Rosenkavalier, undertook all the bass and baritone Wagner roles 
and created the title role in the first American performance of 
Krenek’s Jonny Spielt Auf, on January 19, 1929. Coached by his 
friend Al Jolson for this role of a Negro jazz musician, Bohnen 
reaped special praise for the finale of the opera, which he made 
memorable by tap-dancing through an entire scene change and 
climaxed by jumping to the top of a piano. 

His success in Jonny brought him a Warner Brothers contract. 
A previous contract, of the 1926-27 season, was his marriage to the 
young Metropolitan soprano Mary Lewis, whose ambitions had 
brought her from beauty contests and cabaret singing to studies 
with Jean de Reszke in France and a Vienna debut as Marguerite in 
Faust in 1923. Many problems and disillusions beset the marriage, 
some of which were responsible for Bohnen’s decision to ask for 
release from his Warner’s contract; this was granted, as was a divorce 
from Miss Lewis. Bohnen’s final Metropolitan performance was as 
the Wanderer on April 13, 1932. He then returned to Europe. His 
time as a member of the Berlin Stadtische Oper (1934-45) was 
spent largely in making films, such as Mutterlied with Gigli and 
Tiana Lemnitz, and was marked by his refusal to lend himself to 
Nazi purposes, which resulted in his relegation to the role of porter 
for the Siemens radio and electrical company till the war’s end. 
After peace returned, he was appointed president of the Chamber 
of Artists, in which capacity he exerted his efforts toward rebuilding 
the Stadtische Oper, while the company, under his intendancy, 


213 


THE RECORD COLLECTOR 


performed in the Theater des Westens. 

The rest of Bohnen’s life was spent in retirement. Malicious 
rumors of his having been a Nazi, due to his long association with a 
dancer who had let herself be exploited by the party, resulted in his 
virtual seclusion, save for appearances as Ochs and Scarpia with the 
Berlin Komische Oper in the 1950-51 season. 

Shortly before his death in Berlin on April 20, 1965, he wrote 
that his years at the Metropolitan were the most memorable of his 
career. “I owe this wonderful house my greatest honors and much 
of my fame,” he reminisced happily. In the last few months of his 
life, weakened by near-poverty and despair, he was made indescrib- 
ably happy by an honorary pension from the Metropolitan Opera, 
made possible by American friends. His last hours were brightened 
by knowledge that his beloved America had not forgotten him. 


The Tartar make-up just referred to by Mr. Prosser created quite a 
furore at the time and is still quoted as one of Bohnen’s lapses from 
tradition, good taste into the near ridiculous. 

The critic of the New York Times, Richard L. Stokes, took the trouble 
to ascertain the reason and wrote the following: 


REALM OF MUSIC 
by Richard L. Stokes 


During intermissions at the Metropolitan Opera House last night, 
debate swirled hectically through the lobbies concerning the rubescent 
whiskers and locks with which Michael Bohnen had chosen to array 
himself for the role of Hagen in “Goetterdaemmerung.” It was a 
hirsute mise en scene of uncommon splendor. The coiffure would 
have equipped one of Titian’s heroines, and it was supplemented by 
a beard which fluttered over the singer’s thorax like a screen of 
cerise tapestry. 

This flaming decor was fascinating not only in itself, but also by 
reason of its contrast to the make-up which the identical Herr 
Bohnen employed in the same character only a few evenings ago. 
Then his sole embellishment in the way of hair was a brace of 
needlelike mustachios. His head was closely cowled in a black 
skullcap surmounted by a pellet of yarn, which, together with the 
Mongolian mustaches, induced certain scoffers to giggle that he had 
mistaken Hagen for the Mikado of Japan. 

On one side was ranged a phalanx of pundits who affirmed 
solemnly that the crimson facade was according to orthodox 
Wagnerian tradition. Those who had never been to Bayreuth coun- 
tered somewhat feebly with assertions that the Tartar proscenium 
was more deadiy and ominous. After diligent research, the history 
of these portentous experiments emerges somewhat as follows: 

Last year Mr. Bohnen, as Hagen, appeared in tresses and whiskers 
of opulent profusion, but the color scheme was that of anthracite 
instead of the ruby. Having some misgivings, he made a series of 
profound studies, archaeological, prehistoric and paleontological, 
which led him to the conclusion that Hagen belonged to those 
Hunnish races whose ugliness and iniauity horrified the Nordics of 
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Scandinavia, and who figure in Teutonic fable as gnomes, gargoyles, 
goblins, kobalts and other evil gentry. 

The result was the Tartar-like make-up of some nights ago. It 
was greeted with hoots similar to those which saluted Chaliapin 
when he ventured to dress Mephistopheles in a novel manner. “It is 
contrary to tradition!” rang the chorus. Well, Mr. Bohnen is thought 
to have said, if they want tradition, T’ll supply it with a vengeance. 
Hence last night’s display, which certainly wore an air of caricature. 

It is my belief that Mr. Bohnen should have had the courage of 
his erudition and stuck to his second make-up. It was so alien and 
perverse that it struck one with horror; this Hagen was a primal 
figure of wickedness. According to the book itself, he is a stranger 
among the yellow-haired Gibichungs; he is only a half-brother to 
Gunther, and isthe son of the deformed dwarf, Alberich. He declines 
to join in the blood-bond drunk by Siegfried and Gunther, on the 
ground that the fluid in his veins is different from theirs. It is cold, 
poisonous, ophidian. 

I believe further that last night’s make-up did vital injury to the 
performance. Hagen was here just another Scandinavian, and the 
feud became merely a family or tribal affair. Thus the conflict was 
degraded from the ethnological significance which Wagner was at 
pains to express in both text and music. 

The cast was the same as that of the previous production, except 
that Miss Telva, owing to Mme. Alcock’s indisposition, doubled as 
Flosshilde and the First Norn. Mr. Bondanzky conducted. 


(I find no trace that Bohnen ever repeated this eastern make- up, though of 
course Hagen was not one of his frequent röles. J.D.) 


Richard Stokes did not always approve Bohnen’s work: 


REALM OF MUSIC 
by Richard L. Stokes 


A revival of the single operatic classic as yet produced in the twentieth 
century, Richard Strauss’s “Der Rosenkavalier,’’ assembled a brilliant 
and thronging audience last night at the Metropolitan. Michael 
Bohnen, the company’s most gifted actor, made his first American 
appearance as the loutish and caprine Baron Ochs of Lerchenau. 
Maria Mueller undertook her initial essay of the epicene role of 
Octavian, and Editha Fleischer was cast for the first time at the 
Metropolitan as winsome Sophia von Faninal. 

Florence Easton returned as the Princess von Werdenberg, as did 
Gustav Schuetzendorf in the part of that climbing parvenu, Herr von 
Faninal. George Meader was busied with no less than three roles, 
one for each act, and Armando Agnini officiated both as stage 
manager and as hairdresser to the Princess. Mr. Bodanzky was in the 
orchestra pit, and the stage direction was in the redoubtable hands 
of Wilhelm von Wymetal. In addition, a dozen or more singers of 
the company were involved in minor roles. 
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Nothing could be handsomer on paper. But in performance the 
undertaking turned out to be rather fearsome. Mr. Bohnen indus- 
triously acted some character or other with art and finesse, but the 
character was not Baron Ochs. He had an air of having strayed into 
‚the performance by neistake. His failure to grasp that nobleman’s 
greed, vulgarity and oafish sensuality was one of the season’s surprises. 

Mme. Mueller’s role was that of a youth who now and then 
masquerades as a serving wench. As the former she was a bouncing 
and amative young cub, frolicking about the Princess with the 
playful blandishments of a puppy...... 

Miss Fleischer’s aura as the ingenue heroine did not appear to 
me girlish or even feminine. This was another surprise, in view of 
her sprightly success with a somewhat similar part in “Fidelio” ..... 

Mme. Faston is the American who, after years of service, was 
chosen by the Metropolitan this season for stellar opportunities. 
This admirable artist and singer has the misfortune of being difficult 
to cast. She just failed of attaining Bruennhilde, she was greviously 
misplaced as Aelfrida in “The King’s Henchman,” and last night she 
was never for a moment the Viennese grande dame — haughty, 
wanton, tender and noble. One simply could not believe that this 
exemplary matron had ever committed a peccadillo even in thought 


Lawrence Gilman, critic of the New York Herald Tribune apparently 
did approve, certainly in Wagner: On January 19th, 1927, he wrote: 


MUSIC 
by Lawrence Gilman 


Mr. Bohnen and Others in 
“Die Walkuere” at the Opera 


Wagner’s ’'Die Walkuere,”” at the Metropolitan 
Opera House: 


CAST 
SIEgmunda see nennen Curt Taucher 
Blume a euere Pavel Ludikar 
Wolter Michael Bohnen 
SIEGlINdE ce. ann anna ennarnnneanen ne rennen Maria Mueller 
Bruennhilde. 2... meer Nanny Larsen-Todsen 
EEIcka en een Karin Branzell 
Helmwigenn. ae ee Marcella Roeseler 
Gerhiidort as a en te Charlotte Ryan 
Ortlinda 2... ee Editha Fleischer 
BOSSWEISSE unseren hemmen nee Ina Bourskaya 
GEIINgERGE nee Br nun dien ade nannte Marion Telva 
Waltraute: vo ee seen ale nehudert abet Merle Alcock 
SIEGELUME SR ee nennen Grace Anthony 
Schwertleite _.....cusascesssmonasteasseneer Kathleen Howard 


Conductor, Artur Bodanzky 
Stage Director, Samuel Thewman 
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With all due respect to the Brünnhilde, Sieglinde and Fricka of last 
night’s performance of “Die Walküre” (all of whom made their 
first appearances this season in their respective röles), the feature 
of the evening was the All-Father of Mr. Michael Bohnen. Wherever 
Mr. Bohnen sits at the operatic board is likely to be the head of the 
table — even if one sometimes feels that he is using the wrong fork 
and eating a bit faster than the Iyric Book of Etiquette allows. 

There are various reasons for Mr. Bohnen’s customary predomi- 
nance, but the most important is that cliches appear to be anathema 
to him. He abhors the stereotyped way of patterning a röle — even 
if the stereotype happens to have been of his own invention. He is 
as tirelessly re-creative as a finely imaginative conductor, who may 


give you in 1927 a version of the Brahms C minor totally different 
from the version that he disclosed to you in 1926. Which is another 
way of saying that Mr. Bohnen is an artist and not a routinier. 

Not all great artists, to be sure, are subject to this sort of inter- 
pretative variability. Whenever Jean de Reszke, as Tristan, offered 
his sword to Isolde, on the many occasions when we watched him 
make that superbly futile gesture, he always did it with exactly the 
same turn of the wrist and thrust of the arm, with exactly the same 
magnificent posture of the head, from exactly the same spot on the 
stage. But we used to wait for Ternina, as Isolde, to drop the cup 
from which she had drunk (so she thought) the rich oblivion of 
death, thinking that she could not possibly show us a new and 
equally expressive gesture; but she always did. 

Often the fine artist in his practice indorses Kipling; if there are 
nine and sixty ways of constructing tribal lays, and if every single 
one of them is right, so the first-rate interpreter of Tristan or Isolde 
or Wotan, if he or she be spared to us for the necessary number of 
years, may show us nine and sixty different Tristans or Isoldes or. 
Wotans, and we shall recognize in each varying interpretation merely 
a new turn of the kaleidoscopic imagination of the artist. 

“God,” remarks the Book of Jonah, “prepared a worm.” And 
who shall say that aworm may not, under the conditions of his own 
mysterious universe, prepare a God? Certainly the creatures of our 
vainglorious human dust have achieved as much, and every singer 
who faces the awesome task of preparing a casement of flesh and 
blood to incarnate that mighty figure of Wagner’s imagination, the 
Wotan of “Die Walküre,” may come to the endeavor with a high 
heart and a bold front, so long as he holds a stout conviction of the 
essential greatness of the character. 

Mr. Bohnen, we fancy, has such a conviction. There have been 
times when we did not think so, as on those occasions a few seasons 
back when he was first exhibiting his Wotan at the Metropolitan. 
But we are quite willing to admit that Mr. Bohnen - since he is, as 
we have said, an interpreter of infinite variety — was merely throwing 
a light upon the character from an unfamiliar angle. 

That former Wotan of his in “Die Walküre” was a rather chipper 
divinity, even a rather otiose one. He struck us then as insufficiently 
shadowed by the essential tragedy of the‘“Ring!’ Last night he had 
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not been on the stage ten minutes vetiore we realized that the 
protean Bohnen was showing us a different Wotan — a Wotan 
deepened, darkened, intensified. The bitterness of his yielding to 
Fricka was as untheatrical as it was authentic; the anguish of his 
“Der Traurigste bin ich von Allen!” was as terrible as the passage of 
sky-shattering despair with which the orchestra incloses it; and he 
gave to that sudden and marvelous pianissimo, “.... zur Lust mir 
gelacht,” a fullness of significant tragedy which we cannot remember 
any other Wotan expending upon it. And this deepening and dark- 
ening and intensification were accomplished without extravagance — 
with, indeed, a repose and economy of indication which Mr. Bohnen 
has not often achieved. 

We shall not say that this was the essential Wotan — if, in fact, 
there is any such animal. But it was indubitably one of the many 
conceivable readings of the character which are congruous with 
Wagner’s music. It is easy to call Wotan by various uncomplimentary 
names — easy, unless you listen intently to the music whereby Wagner 
has projected him; for if you do that you must realize that no 
embodiment of the character could be quite great enough to overlay 
the pattern that Wotan’s creator has set for an impossible realization. 

Mmes. Larsen-Todsen, Maria Müller and Karin Branzell entered 
the cast as, respectively, Brünnhilde, Sieglinde and Fricka, for the 
first time this season. But they are all familiar as well as variously 
admirable impersonations, and we must ungallantly ask them, for 
this occasion at least, to give place in the record of last night’s 
achievements to Mr. Bohnen’s Wotan..... 
and on another occäsion: 


A Memorable “Parsifal” at the 
Metropolitan’s Good Friday Performance 


Annual Good Friday peıtormance of Wagner’s 
Stage-Consecrating Festival Play, “Parsifal,” at the 
Metropolitan Opera House. 


CAST 
FNINO ESS Een Clarence Whitehill 
tue ae. En Siegfried Tappolet 
GUrBEManZE:.. nee Michael Bohnen 
Barsilalen... Bee ee ee Lauritz Melchior 
Klingsons ee ee Gustav Schuetzendorf 
Kundsvaias en Gertrude Kappel 
IN VOICE: Ne est are ee Doris Doe 
First Knight of the Grail .....ccnnaaanaan.. Angelo Bada 
Second Knight of the Grail ...c..... Louis D’Angelo 
EiNStH ESQUMESE ae Fr Ellen Dalossy 
SEcondzEsQUler a en Philine Falco 
IhindvEsguise, nen a Marek Windheim 
FourtnsEsqlire ae. ee Max Altglass 


Flower Maidens: Queena Mario, Philine Falco, 
Ellen Dalossy, Editha Fleischer, Charlotte Ryan, 
Doris Doe. | 
Conductor a Artur Bodanzky 
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There are certain things that will stand out in one’s recollection of 
“Parsifal’”’ as done at the Metropolitan in recent years: some of the 
settings — as that of the vast and shadowed Temple of the Grail, its 
lofty dome and soaring columns, singularly impressive and evocative, 
with its suggestion of aloofness and otherworldliness and mystery; 
a place where high and immemorialrituals of the spirit might credibly 
have been solemnized; and the magic chamber of Klingsor the 
sorcerer — one of the best things that Mr. Urban has given us at the 
Metropolitan. 

As for the achievements of the singing-actors who have been 
associated with this production, one willlong remember Mr. Bohnen’s 
tender and richly human and curiously irradiated embodiment of 
Gurnemanz — far and away the most completely realized of all 
those now prominent in American or European opera houses. This 
unforgetable impersonation would alone distinguish the Metro- 
politan’s ‘“Parsifal.”” Has any one, here or in Bayreuth or Munich or 
Berlin or elsewhere, more conspicuously succeeded in making 
Gurnemanz a sympathetic and engrossing figure? Certainly not in 
recent years. 

Gurnemanz is sometimes and foolishly called a bore by the 
impatient and the unaware. But it may be doubted if any character 
remains a bore in the hands of an actor of kindling imagination and 
consummate skill. Sureiy Gurnemanz is no bore when the unpre- 
dictable but extraordinary Bohnen undertakes him. He becomes, 
on the contrary — as he did yesterday — the most living of the 
drama’s characters. 

Mr. Bohnen has probed to the depths of his benignity, his 
wisdom, his tenderness, his nobility, and he has learned the secret 
of their conveyance. He is aided by his sense of pictorial effect, his 
unfailing instinct for the stage, his power of expressive declamation; 
but beyond these is an authentic genius for characterization, and 
the rare artist’s ability to project and steep himself. 

To a degree unequaled by any other Gurnemanz that I have 
seen and heard, Mr. Bohnen knows how, in the marvelous Third 
Act, to imbue his singing, his declamation, his miming, his appear- 
ance — his entire projection of the character — with that richly 
benedictory quality whose essence is in the music of the part: such 
music, with its brooding, poignant tenderness and its ineffable 
beauty, as no one since Bach had given us until Wagner conceived 
these transcendent and subduing pages. 

There is also to be “praised with honor and remembered with 
distinction” (in Swinburne’s phrase) the fine-textured and searching 
Amfortas set before us by Mr. Whitehill. His vocal resources no 
longer respond to all the demands which he must make upon them; 
yet few enactors of this character have so deeply understood the 
inwardness of the röle. 

Mme. Kappel is not perhaps the arch-seductress among Kundrys; 
yet she never affronts nor disaffects us by insensitiveness, poor 
taste; and yesterday there were fine moments in her communication 
of the wellnigh impossible röle (impossible unless Nature has been 
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As for Mr. Melchlor, his singing exhibited much of its familiar 
eloquence, and his outburst of anguished spiritual illumination in 
the garden scene had something of the piercing intensity that is 
proper to it. But Heaven seems to have felt that in endowing Mr. 
Melchior with a voice that any Heldentenor might justifiably covet, 
it had done quite enough for him. If Mr. Melchior ever becomes an 
actor, it will probably be in some better world than this. 

Mr. Bodanzky read the score with unusual care and devotion — 
though one must continue to regret his aversion to those broader 
tempi which are requisite to the full expressiveness of certain 
passages in the music...... 


“J.D.B.” critic of The New York Times apparently had nothing harsh 
to write about Bohnen. The Pagliacci performance referred to would be 
the first time that Lewis and Bohnen actually were together on the Met. 
stage on February 13th, 1928, despite wire pulling to get casts changed 
Lewis always seemed to get Chaliapin. The first time they appeared on 
stage together was the previous year, on June 1st, 1927, both as guest 
artists in the Faust performance at Berlin mentioned elsewhere. There is 
also a description of Bohnen, a noted prankster, demonstrating his skill 
as a conductor. 


BOHNEN, SINGING TONIO, WALKS ON HIS HANDS 


Cheered at Matinee of Pagliacci,’ 
With Mary Lewis as Nedda — Jeritza Again as Carmen. 


Michael Bohnen, walking on his hands, more as acrobat than actor, 
brought down the house at a holiday matinee of “Cavalleria” and 
“Pagliacci” at the Metropolitan yesterday afternoon. Mr. Bohnen 
sang for the first time in the prologue to “Pagliacci,” in which Mary 
Lewis, his wife, made her first appearance with the company this 
season. 

There was a critical moment, when Nedda in the play should 
have horsewhipped poor Tonio, but the whip caught in Miss Lewis’s 
shawl and Mr. Bohnen escaped the lash. Martinelli, Tedesco and 
Tibbett sang in Leoncavallo’s opera, while those in Mascagni’s were 
Easton, Flexer and Falco, Tokatyan and Basiola, and Bellezza con- 
ducted both..... 


BOHNEN’S HAGEN FEATURES LAST OF RING MATINEES 


The presentation of Wagner’s “Ring des Nibelungen” in its entirety 
was brought to a close yesterday afternoon with “Goetterdaem- 
merung.” The performance began at 1 o’clock and ended at 5:35. 
With thirty-five minutes off for intermissions, the actual playing 
time was exactly four hours, which is rather shorter than is the 
custom in the larger opera houses of Germany. The audience was 
large, though it did not occupy all the available chairs, and it was 
apparent that the prodigious score made no little impression on its 
hearers. 


220 


THE RECORD COLLECTOR 


Earnest devotees of Wagner could find many things to give 
genuine joy on this occasion, as well as some which provided less 
unalloyed felicity. Mr. Bohnen’s Hagen was unquestionably the high 
spot of the afternoon. His delineation of the baleful, sinister son of 
Alberich lays bare the quintessential cupidity of the character in 
masterly fashion. Such bits as-his insidiously whispered plan to 
Gutrune and his meaningful, yetscarcely perceptible nod of dismissal 
to her, in the first act, and his subtle, cat-like observation of the 
brooding Bruennhilde in the second act, before he deems her 
sufficientliy malleable to become a fellow conspirator, are 
unapproached. He was in excellent voice; his calling together of the 
men was clarion-toned and voluminous..... 


‘JONNY SPIELT AUF’ AT REHEARSAL ALSO 


Astonishment at the Metropolitan When Herr Bohnen, 
Baritone, Plays Conductor for a Spell. 


While the orchestra of the Metropolitan waited yesterday for a 
rehearsal of next Saturday’s “Freischuetz” revival, with the opera’s 
stars in plain clothes standing impatiently about the stage, one of 
the troupe suddenly stepped out into the orchestra pit, rapped for 
attention from the conductor’s chair and proceeded to conduct 
Weber’s famous overture. 

It was a musical “stunt” unparalleled in the memory of the 
oldest artist or opera house attache. Scrub-women, who were about 
to tidy up the house for the evening’s audience, rubbed their eyes in 
surprise. So did the Misses Mueller and Fleischer, and likewise 
Laubenthal, Wolfe, Rothier and other dignified personages, startled 
‚for the moment out of humming their arias and conning their lines. 

Michael Bohnen, who plays the devil’s huntsman with the silver 
bullets in Weber’s piece, as he also has recently played the black 
hero of “Jonny Spielt Auf,” was the impromptu conductor. The 
orchestra responded, the idle stage folk sprang to action, as excitedly 
as the crowd in the recent “Jazz” opera novelty wherein “all the 
world” is supposed to dance the Charleston to Bohnen’s baton. 

Artur Bodanzky, hearing the commotion, dashed into the 
theatre to see what was the matter. When he heard the concluding 
measures of the overture in classic tempo and saw the mischievously 
smiling baritone in Bodanzky’s own place, he too joined the hundred 
or more artists on both sides of the footlights in a round of applause 
mingled with shouts of “Bohnen is stepping out.” 

The serious-minded conductor shook hands with his unexpected 
substitute and, without turningback a page, remarked to his musicians 
“the rehearsal will go on from this point.” 

Mr. Bohnen, warmed with his unusual arm calisthenics, went 
back to his singing röle with the last word as he retorted “Bodanzky 
spielt auf.” 
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So Bohnen carried on to his final appearance on the Met. stage at the 
end of the 1931-32 season. This was the year when financial stringency and 
losses almost closed the Met. Bohnen relates that Otto Kahn came to his 
hotel and asked if he could borrow some money and he gave him $500. 

The answer was found in reorganisation and cuts all round. The Metro- 
politan Opera Company was disbanded and replaced by the Metropolitan 
Opera Association, to which assets were sold for the usual one dollar. This 
had the effect of voiding all contracts with the Company and new ones 
were offered by the Association with a compulsory reduction in wages or 
salary of 10%. Kolodin wrote that everybody was given two documents, 
one to the effect that they were in agreement with the necessity for the 
steps the Association had taken and the other their new contract. They had 
to sign both — or else. This led to the unholy row with the Musicians’ 
Union and with Gigli. Jeritza, Whitehill and some others just walked out. 
Whether this applied to Bohnen is not stated, merely that Bohnen, Lorenz 
“and Andresen were not re-engaged. One source states that Ruffo and 
Bohnen received the highest fees ever paid to baritones of 51,000 a perfor- 
mance. 

The chapter on the Met. years is neatly closed from the correspondence 
column to Lawrence Gilman in the N.Y. Herald Tribune of May 29th, 
1932, with Gilman’s final footnote: 


In Praise of a Remarkable Artist 


The depressingannouncement that Mr. Bohnen will not be a member 
of the Metropolitan company next season gives special point to the 
following letter: 

New York City, April 30, 1932. 
Dear Mr. Gilman: 

It is gratifying to remember what you wrote in praise of Michael 
Bohnen’s Gurnemanz and other impersonations at the Metropolitan 
in the course of the past season. 

The spell of Mr. Bohnen’s art still lingers. To me it seems that 
any one who had the privilege of seeing and hearing Bohnen at his 
best underwent a rare experience; and it makes me wonder why 
more opportunities were not given to him at the Metropolitan this 
year to display his marked ability and versatility. 

During the time that Bohnen has been in New York he has 
demonstrated his rare gifts in “Mona Lisa,” “Rosenkavalier,” 
“Freischütz,” “Verkaufte Braut,” “Johnny Spielt Auf,” “Tann- 
häuser,” “Lohengrin,” “Meistersinger,” “Tristan,” “Parsifal” and 
all of the “Ring,” and occasionally he has also done an amazingly 
interesting Mephistopheles. This year, however, his powers have 
been confined to König Marke (several times), The Wanderer (once), 
the two Wotans (once each), The Landgraf (twice), Hagen (twice), 
and Gurnemanz (twice). I may be wrong about the number of his 
appearances, but I think I am right about the röles in which he has 
appeared. Almost all of those performances have been thoroughly 
good, and some of them have been particularly outstanding. 


222 


THE RECORD COLLECTOR 


When he came here ten years ago Bohnen had an established 
reputation in Europe, and his appearance at Bayreuth had been 
achieved, where, I believe, he perfected himself for the röles which 
he sang there under the guidance and with the suggestions of Cosima 
Wagner [Mr. Bohnen sang Hunding, Daland, and Titurel at Bayreuth 
in 1914]. I am told that he takes his work most seriously, that he is 
constantly trying to better it, that he is never happier than when he 
is busy, and that, in addition to the roles in the operas to which I 
have already referred, his repertoire includes Amonasro, Boris, Iago 
and Scarpia, to mention but a few; yet his appearances at the 
Metropolitan became more and more infrequent and were restricted 
to fewer and less varied röles. 

It would seem that those in control at the Metropolitan might 
have made greater use of the capacities of this sincere, dynamic and 
richly endowed artist; and their failure to do so is to be regretted. 

Sincerely yours, 
AUGUSTUS C. STUDER JR. 

[Mr. Bohnen, a singing-actor of extraordinary intelligence and 
vitalizing imagination, will be greatly missed at the Metropolitan. He 
was at times erratic and undependable as an artist. But he was never 
dull nor perfunctory; and at his best he was superb. No one who had 
the good fortune to witness his Hagen, his Sachs, his Gurnemanz, is 
likely to forget them. His Gurnemanz was incomparable — an 
impersonation planned with rare sensitiveness and fidelity, and 
accomplished with a beauty and eloquence beyond praise. — 1:G.,] 


The Met years did not entirely cover Bohnen’s stage activities on the 
other side of the Atlantic. He had one season at the Colon, Buenos Aires, 
kindly researched by Sefior Cesar Dillon of that city. So far nothing else 
has come to light of any activity in South America. 

Michael Bohnen sang only one season at the Colon, in 1933 taking part 
in the short “German season” usually at the end of the year. He sang in 
13 operatic performances and one benefit, as detailed below. 


1933 

TRISTAN UND ISOLDE: First performance, debut of Bohnen August 11. 
(King Marke), with: Lauritz Melchior (Tristan), Anny Konetzni (Isolde), 
Walter Grossman (Kurwenal), Kerstin Thorborg (Brangane), Karl 
Laufkotter (Shepherd), August Seider (Seaman), Helmut Schweebs 
(Pilot), cond. by FRITZ BUSCH - 3 perf; 


DIE MEISTERSINGERS VON NURNBERG: (Hans Sachs) with W. Gross- 
man (Pogner), H. Wiedemann (Beckmesser), A.Seider (Walther), Editha 
Fleischer (Eva), K. Laufkotter (David), K. Thorborg (Magdalene), con. 
FRITZ BUSCH - 2 perf. 


FIDELIO: (Don Pizarro), with Walter Grossman (Don Fernando), Lauritz 
Melchior (Florestan), Anny Konetzni (Leonore), Helmut Schweebs 
(Rocco), Editha Fleischer (Marzelline), K. Laufkotter (J aquino), cond. 
FRITZ BUSCH — 4 perf. 
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PARSIFAL: (Gurnemanz) with: W. Grossman (Amfortas), L. Melchior 
(Parsifal), H. Wiedemann (Klingsor), Anny Konetzni/Kerstin Thorborg 
(Kundry), cond. F. BUSCH — 2 perf. 


DER ROSENKAVALIER: (Ochs), with Anny Konetzni (Marschallin), 
Thorborg (Oktavian), H. Wiedemann (laninal), E. Fleischer (Sophie), 
August Seider (a singer), cönd. by FRITZ BUSCH — 2 perf. 


BENEFIT: September 14, 1933 — He sang with: H. Schweebs, A. Seider, 
E. Fleischer, W. Grossman, A. Konetzni, H. Wiedemann, K. Thorborg, 
K. Laufkotter and others, with piano acc. by Fritz Busch and Roberto 
Kinsky. 


However, the Met. years do give rise to another chapter, Bohnen and 
women. For years he had been the handsome hero of stage and screen and 
human nature being what it is women must have chased him but there is no 
mention ofany affairsor scandal. He does write that when he was seventeen 
a middle aged woman tried to seduce him and he bolted from her house, 
otherwise not a word on the opposite sex. 

Then in 1927 came the unfortunate marriage with Mary Lewis. Bohnen 
was then fifty and perhaps decided he was no misogenist and was missing 
something. Then in quick succession he acquired two of the world’s most 
beautiful women. His marriage with Lewis was short and, as far as he was 
concerned, never blossomed. By now his extrovert character has been well 
described. Excitable, ostentatious, temperamental, quite unsuited to 
settling down to domestic bliss. 

But first consider Mary Lewis, who too had clambered to the top, by 
a much harder route. She had a teenage marriage, ran away before twenty 
and ground her way through chorus girl, cabaret singer and into musical 
comedy, all the time convinced she had an operatic voice. Eventually she 
saved enough to go to New York and take lessons from William Thorner, 
who had trained Ponselle. She was given an audition by Gatti-Casazza at 
the Met, but needed seasoning abroad to learn languages and routine. So 
she went to Europe hoping to study with Jean de Reszke, eventually 
settling for Jean Perier of the Opera Comique. Her first performance on 
the operatic stage was at the Vienna Volksoper in Faust, under Weingartner. 
German was already her second language, having taken it at high school, 
she was still learning French and Italian. Gunsbouıg engaged her for Monte 
Carlo and she did a lot of work all over Europe. Details of this can be read 
in the Record Collector issue, Vol. 23, Nos. 7 & 8, by Michael Dougan. 
The European period lasted from the debut above, on October 12581923 
to her return to New York, second audition for-Gatti Casazza, resulting in 
her debut at the Met as Mimi, January 28th, 1926, with Johnson, Scotti, 
Rothier and Kandt, under Papi. These details are given to show that she 
too was a seasoned trouper, with a will of her own and two such. are not 
likely to settle happily together. The indications are that Lewis tried hard. 
Immediately after the marriage she cancelled her next tour and accompanied 
Bohnen back to Europe to be at least on the same continent, though boat 
trips apart meetings would be infrequent, as a tour of European capitals 
was arranged for her, whilst Bohnen was busy in or near Berlin. The 
following year she did exactly the same thing and in turn her American 
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agents cancelled her contracts. Then Bohnen was given a contract by 
Warner Brothers for three years to star in musical films, starting with 
Johnny spielt auf, took a house in Hollywood and Lewis moved in with 
him. 

Now comes the nasty piece in the story, the unbelievably vindictive 
manner in which Bohnen related the facts, it must have all come from 
him, in the Die Stern articles, which is what prompted me to use parts. 

To start with he describes her as a habitual drunkard, this could not be 
true. Voted three years running as America’s most beautiful woman and 
just reached star rank at the Met, this could not be done on a diet of 
bootleg whisky. She did regularly visit him in his apartment at the Astor 
for instruction in interpretation, as she was still adding to her röles. He was 
not only the finest actor she knew, but they had German in common. 

Taking the Die Stern account first, Bohnen arrived at New York on 
January Sth, 1927, and was met by Chaliapin and Tibbett, (there is no 
-doubt that Chaliapin had been his friend since 1914, Tibbett is doubtful, 
in one place Bohnen describes him as a Canadian baritone from a village 
near Ottawa) his usual season being from January to April-May. According 
to Bohnen, Lewis had chased him for the previous two years (not possible — 
she had only been there for one) and was often drunk. At the end of the 
season he had to sing a final Gurnemanz on the evening of April 15th and 
catch the boat back to Germany the following morning. Then Lewis 
trapped him into marriage. Bohnen was resting in the afternoon when the 
hotel manager came and said there was a phone message from the City Hall 
asking why Bohnen was late for his marriage arranged before Mayor Walker 
that afternoon. Somehow Tibbett now arrived (false, the Press report shows 
that he was already in the crowd waiting at the City Hall) and the manager 
and Tibbett advised Bohnen to go through with the marriage, leave as 
arranged and apply for divorce when back in Europe. Otherwise Lewis 
would enter a claim for damages and he would not be allowed to leave the 
country until the matter was settled, obviously months later, plus which 
his career would be ruined. So he went through with it, sang his Gurnemanz, 
did not return to the hotel and boarded his ship, the France, the next 
morning. Mary Lewis had beaten him to it, gone earlier on board, had the 
cabin changed and moved in with him. 

In actual fact they were married on the 14th. The final Parsifal was on 
the 15th with Bohnen as Gurnemanz and Lewis sang Giulietta in Hoffmann 
that ’evening. Bohnen sang Ochs on the 16th and the Wahn Monolog in the 
final concert of the season on the 17th. The pair left for Europe on the 
20th. The following Press report, again from the New York Herald Tribune, 
covers the wedding and why it was delayed a couple of hours. 


MARY LEWIS AND MICHAEL BOHNEN WED BY WALKER 


Mayor Waits 2 Hours at City Hall to Unite Metropolitan Singers, 
Who Get Lost in Subway Going to Altar 


“It is an ideal day for a wedding,” sighed William J. Guard, Metro- 
politan Opera House press agent, at 4 p.m. yesterday as he shook 
hands with Mayor Walker in the City Hall. 
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“It is indeed,” said the sprightly Mayor, causing a general laugh. 

They sat down with John Gannon, chief clerk in the Marriage 
License Bureau; Lawrence Tibbett, barytone; D. K. Riedell and 
others to await the arrival of Mary Lewis, Metropolitan Opera singer 
and former “Follies” show girl, and Michael Bohnen, Metropolitan 
basso-barytone and professional strong man. 

Miss Lewis had decided on something simple in the way of 
weddings. They would just run down to the City Hall, she said, like 
any simple couple and let the Mayor marry them. The Mayor agreed 
and the wedding was set for 4 p.m. At that hour all the wedding 
party except the bride and bridegroom were ready and the reserves 
were holding in check the newspaper reporters and photographers. 

At 5 p.m. the scene remained unchanged. At that hour Mr. Guard 
was relating the wonderful feats of strength of which the bridegroom 
was capable. He had, he said, seen Mr. Bohnen lift into the air a 
telephone booth in which a person was engaged in conversation at 
the time. 

“Couldn’t the person raise his own voice?” asked the Mayor. 

The blithesome atmosphere of the party had become somewhat 
rarefied by this time. 

Sixty somber minutes later the lifter of telephone booths and his 
bride rushed in all rosy and breathless. Miss Lewis, it seemed, to add 
to the simplicity of the event, had decided to go to the City Hall by 
subway and simply had taken the wrong subway and a train which 
was bound north instead of south. It was not until the train hurdled 
the Ship Canal that the happy couple began to suspect something 
was wrong. When they started south they had to buck the rush hour 
crowds. 

There was no further delay, however. 


A tour mainly giving concert recitals was arranged for Lewis. Much the 
same pattern was followed after the close of the Met. 1927-28 season. Back 
to Die Stern for the last anecdote worth mentioning. In Vienna Frau Strauss 
read the notice of Bohnen’s marriage to her husband and. criticism of the 
Berlin performance they had together — “It was a great artistic pleasure 
that was prepared for us in yesterday’s performance of Gounod’s opera 
Faust. The leading röles were brilliantly filled in a manner seldom encoun- 
tered and besides this one learnt an interesting artistic personality in Mary 
Lewis, the wife of Michael Bohnen, in the röle of Marguerite. She is of 
uncommon sympathetic appearance and has a full extended soprano voice 
which brought her triumphs at the New York Metropolitan Opera. Bohnen 
himself as Mephistopheles was once again vocally and artistically unbeatable 
eL Tauber and Schlusnus were also in the cast.” Five days later Bohnen 
arrived in Vienna and told Dr. and Mrs. Strauss his sad story of how he had 
been trapped and that he was applying for divorce — there is no evidence 
that he ever did, this chore ultimately fell to Lewis — and that meanwhile 
he was touring as much as possible to keep out of her way. This must have 
been easy as she was doing the same thing and the chances of meeting were 
minimal! 
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Then came the film contract with Warner Brothers for three years. 
Bohnen took a house at 554 Moreno Avenue, Lewis moved in with him 
and to make him feel more at home had some of his furniture shipped 
from Berlin. By the end of 1928 came the final separation. What caused 
Bohnen to leave so abruptly is unclear. He was irked by Lewis having sent 
for the furniture without asking him first and by the fact that she often 
filled the house with young friends. He left Hollywood with three docu- 
ments, an agreement to pay Lewis $35,000, to sell the interest in the 
house, contents on the ground floor and car in the drive to a Carl Brehme 
of Maple Drive who undertook to pay any due bills, at the low price of 
$10, due to the fact that he wished to leave immediately and a release 
from the Warner Brothers contract providing he did not take any film offer 
in the U.S.A. without their agreement, and his engagement for the lead in 
Casanova was confirmed. 

Then astonishingly he practically repeated his experience of the opposite 
sex with the “Spanish dancer” La Jana. She was then 25 years old, but also 
a hard experienced trouper. Born in Vienna in 1905, reared at Frankfurt 
am Main, started her career in a sleazy Paris cabaret and worked her way 
near the top with her astonishingly vivacious dancing. They first met at 
the auditions for Charell’s forthcoming Casanova. Bohnen stood in the 
wings, watched the dance and as she left the stage heartily congratulated 
her. Rather exhausted, but in gratitude, she kissed him. It must have been 
some kiss! The outcome was that they lived together in Berlin when both 
were there for the next eight years. The attraction must have been purely 
sexual, there was never any suggestion of a permanent arrangement. When 
Bohnen was away in New York La Jana was “escorted around” by other 
admirers, notably the Crown Prince Wilhelm and ultimately Goebbels. The 
Prince retired from the fray when he thought the opposition too strong. 
But it was foreign Press reports of the Prince and La Jana being seen so 
often together that caused Bohnen to make a break. It must have been a 
curious cat and dog, love-hate relationship that the pair had, frequently 
coming to blows. La Jana was taken ill whilst on a tour with Wilhelm 
Strienz and died on March 14th, 1940. Her real name was Henriette Hiebel. 

Back in the U.S.A. Lewis had her last season at the Met. 1929-30. 
When Bohnen ceased making any payments she filed for separate mainten- 
ance in July, 1929, this being without avail she filed for divorce, which was 
granted uncontested in August, 1930. It is unfortunately true that Lewis 
finished up a drunkard, but it is my impression that Bohnen drove her to it. 

To finish up with the ladies, very late in life Bohnen was married for a 
second time to Inge Behrend, who as far as is known had never been 
artistically engaged. 

Now back to more usual fare, traced appearances of Bohnen in Berlin 
from where they ceased earlier on. Unfortunately no Press criticisms 
available. 

At the B.S.O. (Staatsoper), Platz der Republik. 

1926 

Jan. 14 Otello, new production, as lago, with Reinhardt and Fritz Soot. 

Aug.29 Meistersinger, as Sachs, with Helgers-Pogner, Laubenthal- 
Walther (guest), Habich-Beckmesser, Witting-David, Delia 
Reinhardt-Eva, Grete Mancke-Magdalene; cond. Blech. 
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Rosenkavalier, Bohnen as, Ochs, Leider—Marschallin, Artot de 
Padilla-Octavian, Tilly de Garmo-Sophie, Traian Grosevescu— 
Italian singer, cord. Kleiber. 


Venue not known, a Don Giovanni with Bohnen, Tauber, Leider, 
Schützendorf and Bindernagel, noted with it‘““Bohnen as Mozart 
singer, now we have seen everything”. A Press notice on this 
would be interesting, presumably Bohnen sang the Don, as 
Schutzendorf would be better suited to Leporello. Dr. Franken- 
stein also mentions a Don. Must have been different as his cast 
includes List. 


Were largely taken up by performances of the super-Musical 
CASANOVA. It ran for over 100 performances and also toured. 
I have traced it as being given at the Gartnerplatz Theatre, 
Munich with Bohnen and La Jana in 1930, and doubtless it went 
to other large German cities. The music was all by Johann Strauss, 
arranged for this production by Ralph Benatzky. It was mounted 
by Erik Charell and conducted by Ernst Hauke. The work con- 
sisted of a series of tableaux in various locations, Bohnen as 
Casanova in all of them. They were — 

The Theatre of San Samuele in Venice. 

Theatre at Tarragona in Spain. 

In the large foyer of the Vienna State Opera. 

On the terrace at Sanssouci. 

Library Hall of the Castle Dux in Bohemiäa. 

On the Piazza at San Marco. 
Singers known to some or all of us that appeared in various 
tableaux were: Anny Ahlers, Siegfried Arno, Emmy Sturm, La 
Jana, Anni Frind, Trude Lieske and Fritz Biankenhorn. Also 
used either in the show or to entertain between scenes and the 
interval were the Sunshine Girls, Jackson Boys, Vienna Corps de 
Ballet, Böhmische Musikanten, Comedy Harmonists and a dozen 
others I have never heard of. It must have been quite a spectacle, 
now of course chiefly remembered for the beautiful “Nuns’ 
Chorus”, though many other excerpts were recorded at the time. 


Staatsoper, Unter den Linden, Wilhelm Tell, Bohnen as Gessler, 
Soot-Rudolph, Grossmann-Tell, M. Abendroth-Walter Furst, 
Helgers-Melchtal, Roswaenge-Arnold, Mathilde-Heidersbach, 
cond. Heger. - 

Faust, Bohnen as Mephistopheles, Roswaenge-Faust, Heidersbach 
—Marguerite, Schlusnus-Valentine, Arndt Ober-Siebel, Cond. 
Blech. 

Ernani, with Bohnen in title, Völker—Max, Schoeffler-Ottokar 
and Lemnitz. 

All at the Deutsches Opernhaus, Berlin. 

Götterdämmerung, Bohnen as Hagen, Pistor—Siegfried, Wocke— 
Gunther, Windisch-Alberich, Elsa Larcen-Brunnhilde, Luise 
Willer-Gutrune, Cond. Karl Dammer. 
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Rosenkavalier, Bohnen as Ochs, with Larcen, Rettesheim, Schilp, 
under Rother. 

Cavalleria Rusticana, with Bohnen, Larcen, Schilp, Anni Frind 
and Valentin Haller. 

Rosenkavalier, Bohnen as Ochs, Larcen—Marschallin, Nettersheim 
—Octavian, Lore Hoffmann-Sophie, Ditter—Faninal, Else von 
Catopol-Marianne. 

Götterdammerung, Bohnen as Hagen, Pistor—Siegfried, Hans 
Reinmar— Gunther, otherwise much as June 23rd. 


Das Rheingold, Bohnen as Wotan, Nissen-Donner, Ludwig-— 
Froh, Burgwinkel-Loge, Schirp-Fasolt, Koenig-Fafner, Kandli 
—Alberich, Florian—Mime, Carin Carlsen (Guest)-Fricka, 
Nettesheim—Freia, Westenberger—-Erda. Cond. Dammer. 

The Bartered Bride, Bohnen as Kezal, Nissen-Krushina, Westen- 
berger-Kathinka, Nettesheim—Marie, Windisch-Micha, Schilp— 
Agnes, Haller—-Hans, under Walter Lutze. 

The Bartered Bride, cast as above except Tresi Rudolph as Marie. 


Aida, Bohnen as Amonasro, Windisch-King, Carin Carlsson 
(guest)-Amneris, Friedrich-Aida, Haller-Rhadames, Schirp- 
Ramphis, cond. Fritz Rieger (Guest). 

Rigoletto, Bohnen as Sparafucile, Schmidt-Walter-Rigoletto, 
Beilke-Gilda, Schilp—Maddalena, Edelknabe-Elisabeth Sch warz- 
kopf. Cond. Otto Schafer. 

Tosca, Bohnen as Scarpia, Herta Kutz-Tosca, Henk Noort— 
Cavaradossi, Heyer— Angelotti, Florian-Spoletta, Cond. Walter 
Lutze. 


Bartered Bride, Bohnen as Kezal, Nissen-Kruschina, Meinhardt— 
Kathinka, Tresi Rudelph-Marie, Windisch-Ludwig, Elsa Lita— 
Agnes, Florian— Wenzel, Haller-Hans, Esmeralda-Schwarzkopf, 
Cond. Lutze. 

Tosca, Bohnen as Scarpia, Stetzler-Tosca, Haller-Cavaradossi, 
Heyer-Angelotti, Florian-Spoletta. Cond. Lutze. 

Tosca, Bohnen as Scarpia, Kutz-Tosca, Haller-Cavaradossi, 
otherwise as above. 


As more readers are interested in the discography than the biography, 
this is broken here to get the record tabling in Part I. Part II will follow 
in the next issue, it would be a pity to waste the research. As a famed Hans 
Sachs it is understandable that Bohnen recorded more odd sides than any 
other singer. As he repeated so few of them he must have regarded most 
as definitive versions! By adding a complete Prize Song (Pilinsky?), Pogner, 
choir and some orchestra it should be possible to make up a two disc 
potted Meistersinger featuring Bohnen. 
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THE MICHAEL BOHNEN RECORDS 
by Jürgen Schmidt, Vienna 


who is the main 'compiler; thanks must also be made for assistance by 
Josef Kley, Germany; David Prosser, U.S.A.; and J. Dennis, G.B. 


The first number given in the line under the title is that of the matrix, 
followed by catalogue issue numbers. 


FAVORITE-LUXUS-RECORD, acoustic, ca 1912-1914, all 30cm. 


ir 


2 
3 
4. 
5 
6 


FIDELIO: Hat man nicht auch Geld beineben (Beethoven) 
128c. 2-15085, later on Parlophon P 3701 

DIE ZAUBERFLOFTE: O Isis und Osiris (Mozart) 
129c. 2-15086, later on Parlophon P 3711 

DIE ZAUBERFLOFTE: In diesen heil’gen Hallen (Mozart) 
130c. 2-15087, later on Parlophon P 371 II 

DIE MEISTERSINGER: Das schöne Fest, Johannistag (Wagner) 
131c. 2-15088, later Parlophon P 372 I (2-276) 

BARBIERE DI SIVIGLIA: Die Verleumdung (La Calunnia) (Rossini) 
132 c. 2-15089, later Parlophon P 370 II 

DER FLIEGENDE HOLLAENDER: Mögst du mein Kind (Wagner) 
133c. 2-15090, later Parloph P 372 II (2-277) 


PATHE PLATTEN, Berlin, 1914, various sizes. 


IR 
“Br 

9: 
10. 
11. 
12, 
18: 


DIE MEISTERSINGER: Das Schöne Fest, Johannistag (Wagner) 
55967, on 35cm 5841 (rev: Geisse-Winkel) 
PARSIFAL: Titurel, der fromme Held (Wagner) 
55980, on 35cm 5837 (rev: Chorus) 
PARSIFAL: Du siehst, das ist nicht so (Wagner) 
55981, on 35cm 5840 (rev: Kirchner) 
LOHENGRIN: Mein Herr und Gott (Wagner) 
55988, on 35cm 5845, 42003 
LOHENGRIN: Gott grüss euch, liebe Manner (Wagner) 
55989, on 35cm 5845, 42003 
FAUST: J a, das Gold regiert die Welt (Le veau d’or) (Gounod) 
55990, 42004 (later dubbed Sonntags-Platte 145-7) 
FAUST: Scheinst zu schlafen du im Stubchen (Vous qui faites 
l’endormie — Serenade) (Gounod) - 
55991, 42004 (later dubbed Sonntags-Platte 145-7) 


DEUTSCHE GRAMMOPHON GESELLSCHAFT, 1914, s-30cm, r-25cm 


14. 
15% 
16. 


PARSIFAL: Titurel, der fromme Held (Wagner) 
1347s. 042450, 65169, 76518, 85307. 

PARSIFAL: Die Wuste schuf er sich zum Wonnegarten 
1348s. 042451, 65169, 76519, 85307. 

TANNHAEUSER: Ein furchtbares Verbrechen (Wagner) 
1349s. 042455, 65170, 76516, 85275. 


230 


1% 
18. 


19. 


THE RECORD COLLECTOR 


LOHENGRIN: Gott grüss euch, liebe Manner (Wagner) 
13535. 042456, 65170, 76517, 85275. 
FAUST: Scheinst zu schlafen du im Stubchen (Vous qui faites 
P’endormie — Serenade) (Gounod) 
13630r. 4-42557, 61716, later EWS 
FAUST: Ja, das Gold regiert die Welt (Le veau d’or) 
1363 3%ar. 4-42558, 61716, EW 5 


ODEON, acoustic, 1914, 30cm. 


20. 
2% 
22. 
23. 


PARSIFAL: Unerhörtes Werk! Du konntest morden (Wagner) 
XXB 6058. XX 76473, 0-8194, 57009. 

PARSIFAL: Du siehst, das ist nicht so (Wagner) 
XXB 6059. XX 76474, 0-8194 

PARSIFAL: Titurel, der fromme Held (Wagner) 
XXB 6060. XX 76462, 0-8193, US. Od.5041 

PARSIFAL: O wunden wundervoller heiliger Speer (Wagner) 
XXB 6061. XX 76461, 0-8193, US Od.5041 


DEUTSCHE GRAMMOPHON GESELLSCHAFT, 1916-8. m-30cm, L-25cm 


24. 
23 
26. 
2: 
28. 
29% 


>03 


31. 
32. 
33, 
34. 
35. 


36. 


DIE MEISTERSINGER: Wahn! Wahn! (Wagner) 
18575 L. 4-42605, 61738 
DIE MEISTERSINGER: Doch eines Abends spat (Wagner) 
18576 L. 4-42606, 61738 
DIE MEISTERSINGER: Was duftet doch der Flieder (Wagner) 
959m. 042498, 65183, 76515, 85274 
DIE MEISTERSINGER: Ein Kind ward hier geboren (Wagner) 
960m. 042499, 65183, 76514, 85274 
DIE MEISTERSINGER: Verachtet mir die Meister nicht 
96 1%m. 042512, 65185, 76512, 85273 
DIE MEISTERSINGER: Gruss Gott mein Junker — WITH ERNST 
KRAUS (Wagner) 
992m. 044293, 65272, 76508, 85 304 
DIE MEISTERSINGER: Mein Freund, in holder Jugendzeit WITH 
ERNST KRAUS (Wagner) 
993m. 044294, 65272, 76509, 85 304 
DIE MEISTERSINGER: Euch macht ihr’s leicht (Wagner) 
995m. 042513, 65185, 76513, 85273 
DIE WALKUERE: Leb’ wohl, du kuhnes herrliches Kind 
18652 L, 4-42607, 61739 
DIE WALKUERE: Der Augen leuchtendes Paar (Wagner) 
18653 L. 4-42608, 61739 
FAUST: Aufeilet (Trio finale) with LOTTE LEHMANN & ROBERT 
HUTT (Gounod) 
19038 L. 3-44159, 74596, 80079 (rev: KURZ) 
FAUST: O gib junges Blut, with R. HUTT (A moi les plaisirs) 
(Gounod) 
19039 L. 3-44139, 74586, 80078 
FAUST: Wohlan, unterschreibe, with R. HUTT (eh bien que 
t’ensemble) (Gounod) 
19040 L. 3-44163, 62306, 74622, 80078° 
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39. 
40. 
41. 
42. 
43. 
44. 
45. 
46. 


47. 
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DIE MEISTERSINGER: Gut’n Abend, Meister, with LOTTE 
LEHMANN (Wagner) 
1107m. 044299, 76357, 85305 
DIE MEISTERSINGER: Doch starb eure Frau, with LOTTE 
LEHMANN (Wagner) 
1108m. 044306, 76364, 85305 
RIGOLETTO: Gleich sind wir beide (Pari siamo) (Verdi) 
1110m. 042545, 65495 
OTHELLO: Ich glaube an einem Gott (Credo) (Verdi) 
1114)2m. 042544, 65495 
HANS HEILING: An jenem Tag (Marschner) 
1115m. B 22042, 85272 
CARMEN: Euren Toast (Votre toast) (Bizet) 
1116m. 042567, 65559, 85272 
PAGLIACCI: Schaut her, ich bin’s (Prologo) (Leoncavallo) 
1117m. 042568, 65559 
OTHELLO: O komm, mein liebes Becherlein (Brindisi) (Verdi) 
19052 L, 4-42653, 62306, 74623, 80077 
DAS RHEINGOLD: Abendlich strahlt der Sonne Auge (Wagner) 
1410s. 042574, 65567 (rev: Bender) 
AIDA: Zu dir führt mich ein ernster Grund, with VERA SCHWARZ 
(Ciel mio padre) (Verdi) 
1411s. 044309, 65497, 76506, 85306 
AIDA: Wohlan denn, erhebt euch, agyptische Schaaren with VERA 
SCHWARZ (Su dunque) 
1412s. 044310, 65497, 76507, 85306 


ODEON ACOUSTIC, 1917-1918, 30cm. IMPORTANT NOTE - Items 53, 


48. 
49. 
SU, 
SR 
32 
I8: 
54. 
II. 
56. 


56, 538 and 59 have second much later takes with a small figure 1 
suffix to the matrix (XXB 6291!) bearing the same catalogue 
numbers. These are vocally inferior and recognisable also by Bohnen’s 
signature in the shellac. 


DIE MEISTERSINGER: Was duftet doch der Flieder (Wagner) 
XXB 6284. RXX 76704, 0-8192 

DIE MEISTERSINGER: Wahn! Wahn! (Wagner) 
XXB 6285. RXX 76570, 0-8191 

DIE MEISTERSINGER: Doch, eines Abends spat (Wagner) 
XXB 6286. RXX 76571, 0-8191 

DIE MEISTERSINGER: Euch macht ihr’s leicht (Wagner) 
XXB 6287-2. RXX 80142, 0-8192 

DIE WALKUERE: Leb’ wohl, du kühnes, herrliches Kind 
XXB 6289. RXX 76574, 0-8051 

FAUST: Scheinst zu schlafen (Vous qui faites) (Gounod) 
XXB 6291 & 62911. RXX 76705, 0-8052 

RIGOLETTO: Gleich sind wir beide (Pari siamo) (Verdi) 
XXB 6292. RXX 76709, 0-8053 

PAGLIACCI: Schaut her, ich bin’s (Prologo) (Leoncavallo) 
XXB 6293. RXX 76710, 0-8053 

FAUST: Ja, das Gold regiert die Welt (Le veau d’or) (Gounod) 
XXB 6295 & 62951. RXX 76706, 0-8052 
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57. DIE WALKUERE: Der Augen leuchtendes Paar (Wagner) 
XXB 6333, RXX 76575, 0-8051 

58. DER FLIEGENDE HOLLAENDER: Die Frist ist um (Wagner) 
XXB 6335 & 63351. RXX 76707, 0-8184 

59, DER FLIEGENDE HOLLAFNDER: Dich frage ich (Wagner) 
XXB 6336 & 63361. RXX 76708, 0-8184 


DEUTSCHE GRAMMOPHON GESELLSCHAFT, 1922-23, av-as-30cm. 
ar. 23cm. 


60. FAUST: Scheinst zu schlafen (Vous qui taites) (Gounod) 
345YAav. B 22012, 76424, 85270 
61. PAGLIACCI: Schaut her, ich bin’s (Prologo) (Leoncavallo) 
346av. B 22019, 76450, 85271 
62. TOSCA: Fliege du Falke (Tarda e la notte) (Puccini) 
347av. B 22011, 76423, 85269 
63. Kolnidre (L. Lewandowski—J. Rosenfeld) 
348%%aav. B 22020, 76451, 85268 
64. FAUST: Ja, das Gold regiert die Welt (Le veau d’or) (Gounod) 
1369ar. B 2018, 74614, 80077 
65. OTHELLO: Ich glaube an einen Gott (Credo) (Verdi) 
j 661as. B 22027, 76459, 85271 
66. DAS RHEINGOLD: Abendlich strahlt der Sonne Auge (Wagner) 
890as. B 22179, 76564, 85278 
67. MONA LISA: Seht hier des Meeres wunderbarsten Schatz (Max von 
Schillings) 
1009as. B 22093, 76502, 85270 
68. DIE WALKUERE: Leb’ wohl, du kühnes herrliches Kind (Wagner) 
1015as. B 22103, 76521, 85277 
69. DIE WALKUERE: Der Augen leuchtendes Paar (Wagner) 
1016%%as. B 22104, 76522, 85277 
70. TOSCA: Fliege du Falke (Tarda e la notte) (Puccini) 
1018as. B 22011, 76423, 85269 
71. Kolnidre (Lewandowski-Rosenfeld) 
1019as. B 22020, 76451, 85268 (rev: Jadlowker) 
72. DER BARBIER VON BAGDAD: So schwarmet Jugend (Cornelius) 
1034as. B 22154, 76527,85278 
73. ROBERT LE DIABLE: Voici donc les debris (Meyerbeer) 
1036as. F 22061, 76528, 85279, 85315 (rev: M. Roeseler) 
74. BARBIERE DI SIVIGLIA: Die Verleumdung (La Calunnia) (Rossini) 
1037%as. B 22110, 76523, 85269 
75. RIGOLETTO: Gleich sind wir beide (Pari siamo) (Verdi) 
1038lAas. 042545, 76520, 85276 
76. LA BOHEME: Ach Geliebte (O Mimi tu piu) with TINO PATTIERA 
(Puccini) 
1050%as. B 25019, 78546 
77. OTHELLO: Bei des Himmels ehernem Dache (Si pelciel) with TINO 
PATTIERA (Verdi) 
1051%as. B 25020, 78547, 78546 
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79: 
80. 
81. 
82. 


83. 
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FORZA DEL DESTINO: In feierlicher Stunde (Solenne in quest’ 

ora) with TINO PATTIERA (Verdi) 
1052?2as. B 25021, 78548 (rev: Dux/Schwarz) 

DIE MEISTERSINGER: Wahn! Wahn! (Wagner) 
1075%2as. B 22155, 76529, 85280 

DIE MEISTERSINGER: Doch eines Abends spät (Wagner) 
1076%as. B 22156, 76530, 85280 

RIGOLETTO: Feile Sklaven (Cortigiani vil razza) (Verdi) 
1077as. B 22117, 76526, 85276 

L’AFRICAINE: Dir, o Königin (Fille des Rois) (Meyerbeer) 
1098as. B 22178, 76563, 85279 
(1099-1104as are all Helene Wildbrunn) 

BARBIER VON BAGDAD: Salem aleikum (Cornelius) 
1105as. B 22115, 76524 


BRUNSWICK, U.S.A. acoustic, 1923-1926, listed by catalogue numbers, 


84. 
85. 
86. 
87. 
88. 
89. 

9. 
91. 
92. 
93. 
94. 
95. 


96. 
IN. 
98. 


all matrix numbers not being available. 50 - - - are 30cm, 15 --- are 
25cm. This also applies to the electrical recordings below. 


Die Beiden Grenadiere (Schumann) 
X 10385-2. 50033 
DIE ZAUBERFLOETE: O Isis und Osiris (Mozart) 
X 10390-2. 50056 
DIE ZAUBERFLOETE: In diesen heil’gen Hallen (Mozart) 
X 10391- . 50056 
TANNHAEUSER: Blick ich umher (Wagner) 
X 10394-3. 50033 
DAS GOLDENE KREUZ: Wie anders war es (Brüll) 
X 10396-5. 50037. Grammophon 66443 
DAS GOLDENE KREUZ: Bom, bom, bom (Brüll) 
X 10475-3. 50037. Grammophon 66443 
TANNHAEUSER: O du mein holder Abendstern (Wagner) 
X . 50048 
DIE WALKUERE: Der Augen leuchtendes Paar (Wagner) 
X .50048 
DER FREISCHUFTZ: Hier im ird’schen Jammertal (Weber) 
. 15074 
Wenn ich einmal der Herrgott wär’ (Binder) 
. 15074 
ROBERT LE DIABLE: Voici donc les d&bris (Meyerbeer) 
10496- . 15097 
LE PARDON DE PLOERMEL (DINORAH): Sei vendicata assai - 
(Ah! Mon remords er venge) (Meyerbeer) 
15097 


- Ausder Jugendzeit (Radecke) 


. 10216, B 2202, A 62609 
Im tiefen Keller (Fischer) 
. 10216, B 2203, A 62609 
DER TROMPETER VON SAEKINGEN: Behüt’ dich Gott (Nessier) 
X 12764. Unpublished, acoustic test pressing exists. 
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DEUTSCHE GRAMMOPHON GESELLSCHAFT, acoustic, 1924-25, as- 


32 
100. 


101. 
102. 


103. 


104. 
105. 
106. 
107. 
108. 
102: 


171702 


30cm. ar-25cm. 


CARMEN: Euren Toast (Vötre toast) (Bizet) 
1685%as. 042567, 85272 (this replaced No. 41, mx 1116m) 
HAMLET: O Wein, zertreu’ uns’re Sorgen (Chanson Bachique— 
Brindisi) (Thomas) 
1686%ras. B 22261, 85314 
PAGLIACCI: Schaut her, ich bin’s (Prologo) (Leoncavallo) 
1687as. B 22019, 85271 (this replaced No. 60, mx 346av) 
DIE LUSTIGEN WEIBER VON WINDSOR: Als Büblein klein 
(Nicolai) 
3499ar. B 2138, 62505 
MARTHA: Lasst mich euch fragen-Porterlied (Chi mi dira) (von 
Flotow) 
3500%ar. B 2137, 62505 
Aus der Jugendzeit (Radecke) 
1895as. B 22244, 66092 
TROMPETER VON SAEKINGEN: Behuüt dich Gott (Nessler) 
1896as. B 22248, 66094 
Im tiefen Keller (Fischer) 
1897as. B 22245, 66092 
An der Weser (Pressel) 
1898as. B 22246, 66093 
Das Herz am Rhein (Hill) 
1899as. B 22247, 66093 
DIE LUSTIGEN WEIBER VON WINDSOR: Als Buüblein klein 
(Nicolai) 
1900as. B 22249, 66094 
PRODANA NEVESTA: Weiss ich doch eine, die hat Dukaten (Znam 
jednu divku) with R. HUTT (Smetana) (Die verkaufte Braut-— 
Bartered Bride) 
19012as. B 25072, 85314 


ODEON, electric, recorded 5 October, 1926. orch G. Szell. 


ri: 


1412 
113. 
114. 
115. 
116. 


PRODANA NEVESTA: Wer in Lieb’ entbrannt (Kazdy jen tu svou) 
(Smetana) 
XXB 7494.0-8309, 0-6808, D25810 
CARMEN: Auf in den Kampf (Votre toast) (Bizet) 
XXB 7495. 0-8304, 0-6804 
LA JUIVE: Wenn ew’ger Hass (Si la rigeur) (Halevy) 
XXB 7496. 0-8309, 0-6808, AmD 25810 (two takes used) 
FAUST: Le veau d’or (Gounod) 
XXB 7497, 0-8304, 0-6804 
Prinz Eugen (Loewe) Pf. Szell 
XXB 7498. 0-8301, 0-6818, AmD 25675/25756? 
Der Erlkönig (Loewe) Pf. Szell, rec. 7 Oct. 1926 
XXB 7499. 0-8301, 0-6818, AmD 25675/25756? 
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PARLOPHON, electric, rec. 3 November, 1926 


117. 


118. 


129% 


120. 


121. 


DIE MEISTERSINGER: Geliebter, spare den Zorn. with EMMY 
BETTENDORF, CARL MARTIN OEHMANN (Wagner) 

2-8903. P 9014, E 10541, AmD 25287 

also issued by Odeon, mx. XXB 7518. 0-8708, 0-7531 
DIE MEISTERSINGER: Jerum! Jerum! with LEO SCHUETZEN- 
DORF, EMMY BETTENDORF, CARL MARTIN OEHMANN 
(Wagner) 

2-8904-2. P 9014, E 10541, AmD 25287 

also issued by Odeon, mx. XXB 7519. 0-8708, 0-7531 
DIE MEISTERSINGER: Oh, ihr boshafter Geselle, with LEO 
SCHUETZENDORF (Wagner) 

2-8905. E 10542, AmD 25288, not issued in Germany 
DIE MEISTERSINGER: Den Tag seh’ ich erscheinen, with LEO 
SCHUETZENDORF (Wagner) 

2-8906. E 10542, AmD 25288, not issued in Germany 
DIE MEISTERSINGER: Selig wie die Sonne, with EMMY BETTEN- 
DORF, CARL MARTIN OEHMANN, W. GOMBERT, M. LUDERS 
(Wagner) 

2-8907. P 9046, E 10544, AmD 25836, Okeh 5117 


DEUTSCHE GRAMMOPHON GESELLSCHAFT, electric, 25cm 


1297 


123; 


NOZZE DI FIGARO: Dort vergiss leises flehen (Non piu andırai) 
(Mozart) 

578bk. B 2191, 62558 
NOZZE DI FIGARO: Will einst das Gräflein (Se vuol ballare) 
(Mozart) 

579bk. B 2192, 62558 


BRUNSWICK, U.S.A., electric, 1926-29: matrix numbers untraced. 


124. 
125, 


126. 
E27. 
128. 
129 


130. 


IR 
152. 


133. 


FAUST: Vous qui faites !’endormie (Gounod) 
15114, Grammophon 70733 (F2129) 

FAUST: I etait temps (Gounod) 
15114, Grammophon 70733 (F2130) 

FIDELIO: Hat man nicht auch Geld beineben (Beethoven) 
15115 

FIDELIO: Ha, welch ein Augen blick (Beethoven) 
13:715 

DER TROMPETER VON SAECKINGEN: Behuüt’ dich Gott (Nessler) 
15188 

Song of the Volga Boatmen 
15188 

DER FREISCHUETZ: Hier im ird’schen Jammertal (Weber) 
15215, Grammophon A 8709 

LOHENGRIN: Mein Herr und Gott (Wagner) 
15215, Grammophon A 8709 » 

DIE ZAUBERFLOFTE: In diesen heil’gen Hallen (Mozart) 
50162 

DAS RHEINGOLD: Abendlich strahlt der Sonne Auge (Wagner) 
50162 
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134. 
139, 
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PAGLIACCI: PROLOGO (It) (Leoncavallo) 
50163 

CARMEN: (Votre Toast) (Fr) (Bizet) 
50163 


ELECTROLA (HMV) electric, 1928. EG-25cm. EH-30cm. 


136. 
137, 
138. 


139, 


CASANOVA: Kein Weg ist zu weit (Strauss-Benatzky) 
BLR 4430-1. EG 950 (8-44058) 
CASANOVA: Ständchen des Casanova (Strauss—Benatzky) 
BLR 4431-2. EG 950 (842133) 
CASANOVA: Als ich zum erstenmal dich sah, with EMMY STURM 
(Strauss—-Benatzky) 
CLR 4485-1. EH 203 (4-044004) 
CASANOVA: Im Rausch der Genüsse (Strauss-Benatzky) with 
ANNY AHLERS, ANNI FRIND, TRUDE LIESKE, EMMY STURM 
CLR 4486-1. EH 203 (4-044005) 


ULTRAPHON, later TELEFUNKEN, KALLIOPE, electric, 1930. B-25cm. 


140. 
141. 
142. 
143. 
144. 


145. 


146. 
147. 


F-30cm. 


CARMEN: Euren Toast (Votre toast) (Bizet) 
30456. F 455 
PAGLIACCI: Schaut her, ich bin’s (Prologo) (Leoncavallo) 
30457. F 455 
FAUST: Ja das Gold regiert (Le veau d’or) (Gounod) 
15298. B 662 
FAUST: Scheinst zu schlafen (Vous qui faites) (Gounod) 
15299.B 662 
PRODANA NEVESTA: Komm, mein Söhnchen (Kazdy jen tu svou) 
with JOSEPH SCHMIDT) (Smetana) 
15300. F 626, K 705 
PRODANA NEVESTA: Einer sorgt und sinnt (Znam jednu divku) 
with JOSEPH SCHMIDT (Smetana) 
15301-1. F 626, K 705 
DER FREISCHUETZ: Hier im ird’schen Jammertal (Weber) 
15910-1 Z. F 738 
DER FREISCHUETZ: Schweig, schweig, damit niemand wacht 
(Weber) 
15911. Z F 738 


ELECTROLA (HMV) electric, 1931, 25cm from the Terra-Tonfilm “Zwei 


148. 
149. 
150. 
EL. 


Krawatten”. 


Ich habe Heimweh, ich möcht’ nach Haus (Spoliansky) 
BD 9077-2. EG 2069 (60-1208) 

Ich hab’ für die Liebe die grösste Sympathie (Spoliansky) 
BD 9078-2. EG 2069 (60-1209) 

Ich grüsse dich, Amerika! (Spoliansky) 
BD 9079-2. EG 2070 (60-1210) 

Wundervoll, fabelhaft! (Spoliansky) 
BD 9080-1. EG 2070 (60-1211) 
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ALPHABETICAL INDEX TO THE RECORDINGS 


Titles of works have been translated to the original language, but the 
excerpts are given in the language sung. A further simplification is omitting 


all definite and indefinite articles. 


AFRICAINE: Dir o Konigin, 82 


AIDA: Zu dir fuhrt, 46 
Wohlan denn, 47 


An der Weser, 107 
Aus der Jugendzeit, 96, 104 
BARBIER V. BAGDAD: Salem 
aleikum, 83 
So schwarmet, 72 


BARBIERE DI SIVIGLIA: Verle- 
umdung, 5, 74 


BARTERED BRIDE see PRODANA 
Beiden Grenadiere, 84 
BOHEME: Ach Geliebte, 76 


CARMEN: Euren Toast, 42, 99, 
112, 140 
Votre toast, 135 


CASANOVA: Kein Weg, 136 
Standchen, 137 
Als ich zum, 138 
Im Rausche, 139 


DINORAH see PARDON 
Erlkonig, 116 


FAUST: Ja das Gold, 12, 19, 56, 
64,142 
Scheinst zu schlafen, 13,18, 
53, 60, 143 
Trio finale, Auf eilet, 34 
O gib junges Blut, 35 
Veau d’or, 114 
Vous qui faites, 124 
Il etait temps, 125 
FIDELIO: Hat man nicht, 1, 126 
Ha welch ein, 127 
FLIEGENDE HOLLÄNDER: Mösst 
du, 6 
Frist ist um, 58 
Dich frage ich, 59 
FORZA DEL DESTINO: In Feier- 
licher, 78 
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FREISCHUTZ: Hier im ird’schen, 
92,130, 146 
Schweig, schweig, 147 
GOLDENE KREUZ: Wie anders, 88 
Bom, bom, bom, 89 


HAMLET: O Wein — Brindisi, 100 

HANS HEILING: An jenem Tag, 41 

Herz am Rhein, 108 

Im tiefen Keller, 97, 106 

JUIVE: Wenn ew’ger Hass, 113 

Kol Nidre, 63, 71 

a: Gott Gruss Euch, 
Mein Herr und Gott, 10,131 

LUSTIGEN WEIBER VON WIND- 
a Als Bublein klein, 102, 


MARTHA: Lasst mich — Porterlied, 
103 


MEISTERSINGER: Das schöne Fest, 
4,7 


Wahn! Wahn!, 24, 49, 79 
Doch eines Abends, 25, 50, 
80 

Was duftet, 26, 48 

Ein Kind ward hier, 27 
Verachtet mir, 28 

Gruss Gott, 29 

Mein Freund, 30 

Euch macht ihr’s, 31,51 
Gut’n Abend, Meister, 37 
Doch starb eure Frau, 38 
Geliebter spare den Zorn, 117 
Jerum jerum, 118 

O ihr boshafter, 119 

Den Tag seh’ ich, 120 

Selig wie die Sonne, 121 


MONA LISA: Seht hier, 67 


NOZZE DI FIGARO: Dort vergiss, 
122 


Wili einst das Graflein, 123 
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OTELLO: Ich glaube — Credo, 40, 
65 


O komm - Brindisi, 44 
Bei des Himmels, 78 
PAGLIACCI: Prologo, 43, 55, 61, 
101,134, 141 
PARDON DE PLOERMEL: Sei 
vendicata, 95 
PARSIFAL: Titurel der fromme, 8, 
4,22 
Du siehst das ist nicht, 9, 41 
Die Wuste schuf er, 15 
Unerhörtes Werk, 20 
O wunden wundervollers, 23 
Prinz Eugen, 115 


PRODANA NEVESTA: Weiss ich 
doch, 110, 114 
Wer in Lieb entbrannt, 111, 


145 
RHEINGOLD: Abendlich strahlt, 
45,66, 133 


RIGOLETTO: Feile Sklaven, 81 
Gleich sind wir beide, 39, 54, 
73 


ROBERT LE DIABLE: Voici donc, 
73,94 
Song of the Volga Boatmen, 129 
TANNHÄUSER: Ein furchtbares, 
16 
Blick ich umher, 87 
O du mein holder, 90 
TOSCA: Fliege du Falke, 62, 70 
TROMPETER V. SÄKKINGEN: 
Behut dich, 98, 105, 128 
WALKÜRE: Leb wohl du kuhnes, 
2292,08 
Der Augen leuchtendes, 33, 
517,69.91 
Wenn ich einmal der Herrgott, 93 
VERKAUFTE BRAUT see PRO- 
DANA 
ZAUBERFLÖTE: O Isis, 2, 85 
In diesen heil’gen, 3, 86, 132 
ZWEIKRAWATTEN, film: 
Ich habe Heimweh, 148 
Ich habe fur die Liebe, 149 
Ich gruss dich Amerika, 149, 
150 


Wundervoll, Fabelhaft, 151 








—— 000 —— 


SCHLUSNUS 


I really would like to get this issue out. Often I have appealed for the 
matrix number of Polydor 72968 DON CARLOS: Per me 
giunto/E.Onegin: Sie schrieben mir which appeared in the export catalogue 
of 1926 for one year only. The wanted side, Per me giunto, regularly 
appeared in the German catalogue at least until 1931 as 72992, with 
Joseph Schwarz singing Zaza, piccolo zingara as the reverse side in the 
"historic interest’ section. Surely some German collector has a copy. only 
want the matrix number, not the disc. Readers please ask other collectors 
for news of it. 


239 


THE RECORD COLLECTOR EXCHANGE AND MART 
All Advertisements 6p (15 cents) per word 


SALE 

Regular Lists of classical, vocal and instrumental 78s. LPs and related books, 
We also buy excellent collections worldwide. NIPPER, Box 4, Woodstock, 
NY 12498, U.S.A. 


22nd Anniversary—largest world collection 78s for sale. More than 40,000 
vocal records in stock among which rarest of rare, 5,000 instrumental (piano, 
violin, conductors, etc.). All the great labels: Zonophone, G&T, Fonotipia, 
Polydor, etc. Also cylinders, deleted LPs, books on music, photos, catalogues, 
programmes, scores, libretti. Money back guaranteed, Sterling area collectors 
may pay in sterling in England. Free 40p catalogue from: Colon Records, 
Treinta y Tres 955-57, 1236 Buenos Aires, Argentina, 


For the finest classical records anywhere, 78s and LPs, also books on great 
singers, from Arthur Knight, 128 Fifth Street, Providence, Rhode teland, 
U.S.A. 02906. In business 18 years full time, collections purchased, money 
back guarantee on discs. 


The Gramophone Exchange buys for cash, sells and exchanges alltypes ol 785, 
LPs, gramophones, books, etc. in Central London, Top rarities to standard 
items stocked. Send lists ofitems you wish to sell together with SAE for offer, or 
bring them round or send by post. Hours 12.30 to 6 p.m. Address: 3 Betterton 
Street, London WC2H 9BP. 


Free comprehensive lists of vocal, instrumental and miscellaneous 78s, P,V, 
Winston, 32 The Uplands, Ruislip, Middlesex, England. Phone Ruislip 32415. 


Free Lists of vocal and instrumental 78s & books on singers, many of the 
greatest rarity. State exact interests, exchanges welcomed. Richard Bebb, 22 
Temple Fortune Lane, London, NW11 7UD. 


78s. Golden Age Operatic. Edison Discs & Cylinders, Instrumentalists, 
violinists, Pianists. Mengelberg, Furtwängler... Deleted LPs including Russian 
MK series. Books, autographed photographs, Letters. Spicer, 3283 Loneleather 
Cres., Mississauga, Ontario, LAY 3G6, Canada. 


Creegan Records - 510 Washington St., Steubenville, OH 43952 (614) 
283-3708 buys & sells various 78 phono records, Write for a free catalog 
of classical vocal, instrumental, Celebrities, Member of A.R.S.C, 


Private collector liquidating large holdings of 78s 4-5000 vocals - all 
the rare artists, plus some extremely rare personality & spoken discs, 
Please send for catalog: Henry F. Kurtz, 3822 Vinton Avenue, Culvei 
City, CA 90230, USA. 


78 vocal & instrumental rarities at your (auction) prices, Occasional 
scarce printed matter, LPs, cylinders, etc, List gratis, Lawrence F, 
Holdridge,, 54 East Lake Drive, Amityville, L.l1. NY 11701 USA. 


Offered for fine copies. OLIVERO, AT 0320 (£200) PAMPANINI, GO 
7190 (£30), FERRAUTO CB 20248 (CC 2065) (£30), ACERBI 
368/9 (£50), SUPERVIA 184201 (£200). Edwards, 106 Victoria Road, 
London, N.22 4XF. 
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